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INTRODUCTION

DEDICATION AND RECEPTION

Beethoven’s two sonatas op.27 were issued in 1802 by  
the Viennese firm of Giovanni Cappi, with a title-page 
describing each of them as being “quasi una fanta-
sia”.  Uniquely for a publication containing more than  
one work by Beethoven composed at the same time 
and issued under a single opus number, the pieces 
had different dedicatees: the first sonata of the pair 
was inscribed A Sua Altezza la Signora Principessa Gio-
vanni Liechtenstein nata Langravio Fürstenberg, while the 
second – the so-called ‘Moonlight’ Sonata – bore the 
name of Contessa Giulietta Guicciardi.

Countess Josephine Sophie zu Fürstenberg-Weitra 
married Prince Johann Joseph von Liechtenstein in 1792.   
She may at one time have been Beethoven’s  piano pu-
pil, and he must have remained in contact with her 
following the publication of the op.27 sonatas, be-
cause in November 1805 he entrusted Ferdinand Ries 
with a letter addressed to her, requesting financial 
assistance for his young pupil at a time when he was 
being called up for military service.  However, much 
to Beethoven’s annoyance, Ries was clearly too embar-
rassed to deliver it.

More closely associated with Beethoven is Julie (Giu- 
lietta) Guicciardi, who was even thought by the com-
poser’s one-time amanuensis Anton Schindler to have  
been his “Immortal Beloved”.1  According to the Coun- 
tess herself, who was interviewed in 1852 by Otto Jahn 
for a projected book on Beethoven (the book never 
materialised, but Jahn passed his material to the Beet- 
hoven biographer Alexander Wheelock Thayer), the 
composer had given her the manuscript of the Rondo 
for piano op.51 no.2, but asked her to return it when he 
found himself in need of a piece to dedicate to Coun-
tess Lichnowsky.  (The Rondo was issued in Septem-
ber 1802.) In compensation, the Sonata op.27 no.2 was 
inscribed to Guicciardi.2  She was Beethoven’s piano 
pupil around the time the two op.27 sonatas were 
composed, and in a letter of 16 November 1801 to his 
physician friend Franz Gerhard Wegeler, the composer  
revealed that the immense sense of loneliness his en-
croaching deafness had caused him was alleviated by  

1 Anton Schindler: Biographie von Ludwig van Beethoven (Münster, 
3rd ed. 1860), pp.97 – 99.
2 Alexander Wheelock Thayer: Thayer’s Life of Beethoven, rev. Elliot  
Forbes (Princeton, 1967), p.291.

“a dear fascinating girl who loves me and whom I 
love”.3  This may have been Guicciardi, who was then 
a girl of seventeen.  However, two years later she mar-
ried Count Gallenberg and the couple went to live in 
Italy.  They subsequently returned to Vienna, where 
Gallenberg became one of the administrators of the 
Kärntnertor-Theater, and was closely involved in the 
1822 revival of Fidelio.

It was the 19th-century writer Wilhelm von Lenz 
who confidently asserted that the nickname of ‘Moon-
light’ that became so inextricably associated with the 
second of Beethoven’s op.27 sonatas in the years fol-
lowing his death owed its origin to the poet and critic 
Ludwig Rellstab: “Rellstab compares this piece to a 
boat visiting, by moonlight, the wild regions of the 
Lake of the Four Cantons in Switzerland.  The nick-
name of Mondscheins-Sonate [sic!] which, twenty years 
ago, made connoisseurs in Germany scream, has no 
other origin.” 4  The exact source of Rellstab’s descrip-
tion has not been pinpointed, though there is a specific  
reference to the sonata, to moonlight, and to a lake 
(albeit not specifically Lake Lucerne), in the writer’s  
“Kunstnovelle” Theodor. Eine musikalische Skizze, of 1823,  
where, during a discussion on the subject of darkness 
and light in the music of Mozart and Beethoven, the 
Supreme Court Councillor, who has written extensi-
vely on the latter composer, declares:

I would not be worth a false fifth if I were to forget the 
Adagio from the Fantasy in C sharp minor.  The lake 
rests in the dusky moonlight; the wave pounds the dark 
bank with a hollow sound; gloomy mountain woods rise 
up and close the sacred region off from the world; swans 
glide with whispering ecstasy like ghosts through the 
waters and an Aeolian harp secretly sounds laments of 
yearning, lonely love from that ruin.5

Beethoven’s pupil Carl Czerny similarly described the 
famous Adagio of the Sonata op.27 no.2 as “a night 
scene, where out of the far distance a plaintive ghostly 
voice sounds”; 6 and for Lenz, too, the piece was still 

3 Emily Anderson: The Letters of Beethoven (London, 1961), No.54.
4 Wilhelm von Lenz: Beethoven et ses trois styles, vol.1 (St Peters- 
burg, 1852), p.225.
5 Berliner Allgemeine musikalische Zeitung No.32 (August 11, 1824), 
p.274.
6 Carl Czerny: “Anekdoten und Notizen über Beethoven”. Über 
den richtigen Vortrag der sämtlichen Beethoven’schen Klavierwerke, ed. 
Paul Badura-Skoda (Vienna, 1963), p.51.
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redolent of moonlight, and of the sound of an Aeolian 
harp:

Out of the lap of a harmony of the graveyard (the arpeg-
gios in triplets in the right hand, while the bass slowly 
sinks down to the deepest range of the piano) there rises 
from time to time a melodic phrase, which emerges by 
itself, so to speak, out of the sequence of chords and dis-
appears again into them.  For a moment the pale gleam 
of the moon shines, only to be hidden behind fleeting 
gloomy clouds which darken it with their waves.  How 
elevated, how sad at the same time are these melodic 
phrases that change individually, and seem to murmur 
out of an Aeolian harp.7

FORMAL DESIGNS

In its review of the two op.27 sonatas (together with 
the A flat Sonata op.26), the Leipzig Allgemeine musika-
lische Zeitung stressed the C sharp minor work’s sense 
of inner unity:

From beginning to end, this Fantasy is a tasteful whole, 
arising at once out of the whole, deep and innermost feel-
ing, and at the same time hewn out of a single block of 
marble.  It is scarcely possible for anyone to whom nature 
has not denied inbuilt musicality to fail to be overcome 
and drawn gradually ever upwards by the first Adagio 
(on which the composer has very appropriately written 
“Si deve suonare tutto questo pezzo delicatissimamente 
e senza sordino”), and then to be so deeply moved and 
lifted up by the Presto agitato as only free piano music can 
elevate him.  With good reason, these two main move-
ments are written in the fearsome key of C sharp minor.8 

The label of “quasi una fantasia” is actually more suit-
ed to the first of the op.27 sonatas than the second,  
which is made up of three distinct movements, albeit 
with the minuet-like middle movement following on 
from the opening Adagio without a pause.  Moreover, 
the design of a piano sonata consisting of slow move-
ment, minuet and quick finale is one that had already 
been carried out by Mozart, in his E flat Sonata K.282, 
and the Sonata K.331 with its Alla Turca finale.  Never-
theless, the improvisatory character of Beethoven’s 
famous opening movement, and its single sustained 
mood, were entirely novel.

The first of the op.27 sonatas is Beethoven’s only 
work of the kind designed to be played continuously 
from beginning to end.  Moreover, like the composer’s 
previous sonata, op.26, it contains no movement in so-

7 Wilhelm von Lenz: Beethoven: Eine Kunst-Studie. Dritter Theil, 
zweite Abtheilung (Hamburg, 1860), p.61.
8 Allgemeine musikalische Zeitung, vol.4 (June 30, 1802), col.652.

nata form.  This is altogether one of the most experi-
mental of Beethoven’s middle-period works, and the 
first of his compositions in which material from an 
earlier part of the work makes a reappearance in a 
different context at a later stage.  Here, the sonata’s 
Adagio third section is recalled immediately before 
the Presto coda of the finale.  Not for a further fif-
teen years, with the song cycle An die ferne Geliebte, 
the  Piano Sonata op.101, and the Cello Sonata op.102 
no.1, was Beethoven to explore similar ideas of con-
tinuity and cyclic form again.  However, two of his 
other middle-period works feature a reprise of earlier 
material during the course, or at the end, of another 
movement: the Fifth Symphony, with its linked con-
cluding pair of movements and its abbreviated return 
of the scherzo at roughly the mid-point of the finale; 
and the Mass in C major op.86, where the conclud-
ing bars of the Agnus Dei work their way round to 
a reprise of the theme of the initial Kyrie.  (The early  
Serenade op.8 for string trio, with its simple repeat of 
the initial march to round the work off, can safely be 
discounted as a harbinger of Beethoven’s later proce-
dure, since such a reprise was a traditional feature of 
serenades.)

The op.27 no.1 Sonata begins in an atmosphere of  
childlike innocence, with a simple theme whose initial 
falling melodic interval of a minor third is to assume 
considerable importance in the finale.  Beethoven pre-
sents two successive themes in the home key, both of 
them cadencing into the tonic at the end of each half.  
Even the momentary turn to the luminous key of C ma- 
jor at the start of the second theme’s latter half does 
little to prepare the listener for the violence of the con-
trast that occurs in the movement’s C major central 
episode.  The contrast is one of both tempo and metre, 
and here, at last, Beethoven presents a subject whose 
first half progresses from tonic to dominant, giving 
the music a more ‘open’ feel.  The episode functions as 
an interruption of what is essentially a series of vari-
ations on the initial eight-bar theme, and the piece as 
a whole has the flavour of an improvisation.

In much the same way as he had done in the middle 
movement of his Sonata op.10 no.2, Beethoven varies 
the reprise of the C minor scherzo that follows: rather 
than have the pianist’s hands play together in stark 
octaves, as at the beginning, the right hand now shad-
ows the left in unsettling syncopation.  There is, too, 
a coda that paves the way for the arrival of the slow 
movement.

The Adagio shares the mood and key of the A flat 
major slow movement of the Pathétique Sonata op.13, 

V

to the point of similarly providing the reprise of its 
theme with an inner accompaniment in smooth semi-
quavers (16th-notes).  The piece itself is too substantial 
to function as no more than a transition between the 
scherzo and the rondo finale, but at the same time not 
sufficiently worked out to stand as a slow movement in 
its own right.  In this, it has much in common with the 
Adagio that prefaces the finale in Beethoven’s A ma- 
jor Cello Sonata op.69.  The main weight of the work 
as a whole is, in fact, borne by the finale, whose cen-
tral episode seizes on the rondo theme’s initial falling  
third, developing it at length (bars 132–154).  The same 
melodic interval dominates the Presto coda, too –  
though not before the slow movement’s theme has 
made a brief return in its original tempo and, this 
time, in the sonata’s home key. 

As he was to do the following year in his ‘Tempest‘ 
Sonata op.31 no.2, Beethoven maintains the darkness of 
the minor mode throughout the two outer movements 
of the Sonata op.27 no.2, while writing the middle  
movement entirely in the major.  It may well have been 
this sandwich of ‘black’ and ‘white’ pieces that ap-
parently led Liszt to describe the minuet-like central  

interlude as “a flower between two abysses”.9  Its first 
half features a written-out repeat, obviating the need 
for the section to be played twice, in which the melody  
is heard in syncopated form; while the reprise in the 
second half offers an amalgam of the plain and syn-
copated versions.  It is the latter that gives rise to the 
trio, which is syncopated throughout.

In common with Beethoven’s only other work in the 
key of C sharp minor, the Quartet op.131, the ‘Moon- 
light’ Sonata reserves the presence of a fully devel-
oped sonata form for its finale.  But while in the string 
quartet the finale’s second subject appears in the tradi-
tional relative major (E major), the sonata places both 
themes of the exposition’s second stage (bars 21ff. & 
43ff.) in the dominant minor (G sharp minor).  The so-
nata’s last movement is, indeed, an unrelentingly dra-
matic and agitated piece, and one whose coda reaches 
new heights of turbulence.  Not until the ‘Appassio-
nata’ op.57, of 1804–05, did Beethoven write another 
finale of comparable force and tragic intensity.

Misha Donat

9 Lenz: Beethoven et ses trois styles (see note 4), p.225.
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PREFACE

Sources
The autograph manuscript (A) of op.27 no.2 survives 
almost complete, in the Beethoven-Haus, Bonn; but 
for op.27 no.1 no authentic manuscripts survive, so 
that we are reliant to all intents and purposes on a 
single source:
E First Edition of both sonatas (1802), published 

by Cappi, Vienna.
For a full account of these sources, see Critical Com-
mentary.

Specific Editorial Problems
Wherever possible, Beethoven’s own notation, clefs, 
spelling of dynamic and tempo markings, note-group- 
ings, and layout have been retained.  However, in a few  
obvious cases the notation has been modernized: Beet-
hoven’s characteristic cres. marking has been changed 
to cresc., and hairpins to the first note of a bar written 

œ  instead of Beethoven’s usual œ ; and his  
early notation senza sordino … con sordino for the use of  
the sustaining pedal is given its modern form  … ��.

Editorial insertions and emendations are distin-
guished by the use of either square brackets or (in 
the case of slurs and hairpins) by broken type.

Ties and Slurs
According to the modern convention slurred chords 
need only a single slur, but tied chords need as many 
ties as there are notes in the chord.  As one might 
expect, however, contemporary Beethoven sources are 
considerably more lax in their application of any such 
conventions, and where one or more ties are absent in 
the sources, but are obvious from the context, they are 
supplied in the present edition according to the mod-
ern convention, and editorial notation is deemed un-
necessary (e.g. op.27 no.1 I I I  23, 288 only upper tie in E, 
though all are there in 298–303; op.27 no.2 I I  56/7 RH 
only upper tie in A,E; I I I  172–3 only upper tie in A).
In Beethoven’s piano music the absence of any slurs 
is quite common; and it would be neither possible nor 
desirable to continue every slurred pattern editorial-
ly.  Often it is obvious that the legato style continues 
(e.g. op.27 no.2 I  5), but sometimes we cannot be so 
sure (op.27 no.1 I  4, 43 not necessarily legato despite 
3, 49/50).  It must therefore be clearly declared that the 
absence of printed slurs by no means always indicates 
that a detached style was intended or expected.

Slurs to and from Repeated Notes
These occur fairly frequently in Beethoven, and have 
been retained as they stand in the sources; an obvi-
ous example is the LH  slur in op.27 no.1 I  78, where 
clearly it would be detrimental to insist on breaking 
the slur before the repeated note.

Slurs to and from Grace Notes
Beethoven generally did not write slurs round grace 
notes, or between grace notes and main notes.  The two 
contexts in which grace notes would most commonly 
be encountered are simple Vorschläge (e.g. op.27 no.2 
I I I  22, 59–62) or Nachschläge after trills (op.27 no.1 I I I  
28, op.27 no.2 I I I  32), and here slurs were in practice 
invariably assumed, as equally in the case of Nach-
schläge written as real 

œ œ ® ≈ ‰ Œ Ó

 such as op.27 no.1 I I I  289.  
However, Beethoven sometimes did write slurs in an 
attempt to avoid ambiguities (e.g. op.27 no.2 I I I  125), 
though in doing so here but not there (30/2, 127), he 
of course created new ones.  See also notes on op.27 
no.2 I I I  97 and 153 in the Critical Commentary below.

Dynamics
It is an occasional feature of Beethoven’s notation that 
he treats the two hands as separate entities, giving a 
dynamic marking to one or other, or both.  Where 
Beethoven appears to intend a dynamic to apply to 
just one hand, we have reproduced this precisely, as 
is of course crucial in respect of sf markings (e.g. op.27 
no.1 I I I  35–6).  But it is sometimes harder to justify 
where the same dynamic is given to both hands at 
precisely the same point.  It may assist clarity, for ex-
ample in op.27 no.1 I I I  34 and op.27 no.2 I I I  2 where 
the additional sf below LH removes any lingering 
doubt; but where merely a general dynamic such as 
pp happens to be placed in both staves, we can hon-
estly judge that this adds nothing even psychologi-
cal to the music, and reduce it to one simple marking 
between the staves.  All such instances are given in 
Appendix 5.

Accents
In 1802 the modern, sharp accent as we know it to-
day was in its infancy.  The sharp, quick accent would 
more commonly appear as a staccato Strich (as, for 
example, on the first of each group of a succession 
of 

8

18

28

38

48

58

68

75

 

∑

&
∑ ∑ ∑ ∑ ∑ ∑ ∑ ∑ ∑ ∑
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Ó

).  Gentler stresses were notated as hairpins, 
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be encountered are simple Vorschläge (e.g. op.27 no.2 
I I I  22, 59–62) or Nachschläge after trills (op.27 no.1 I I I  
28, op.27 no.2 I I I  32), and here slurs were in practice 
invariably assumed, as equally in the case of Nach-
schläge written as real 

œ œ ® ≈ ‰ Œ Ó

 such as op.27 no.1 I I I  289.  
However, Beethoven sometimes did write slurs in an 
attempt to avoid ambiguities (e.g. op.27 no.2 I I I  125), 
though in doing so here but not there (30/2, 127), he 
of course created new ones.  See also notes on op.27 
no.2 I I I  97 and 153 in the Critical Commentary below.

Dynamics
It is an occasional feature of Beethoven’s notation that 
he treats the two hands as separate entities, giving a 
dynamic marking to one or other, or both.  Where 
Beethoven appears to intend a dynamic to apply to 
just one hand, we have reproduced this precisely, as 
is of course crucial in respect of sf markings (e.g. op.27 
no.1 I I I  35–6).  But it is sometimes harder to justify 
where the same dynamic is given to both hands at 
precisely the same point.  It may assist clarity, for ex-
ample in op.27 no.1 I I I  34 and op.27 no.2 I I I  2 where 
the additional sf below LH removes any lingering 
doubt; but where merely a general dynamic such as 
pp happens to be placed in both staves, we can hon-
estly judge that this adds nothing even psychologi-
cal to the music, and reduce it to one simple marking 
between the staves.  All such instances are given in 
Appendix 5.

Accents
In 1802 the modern, sharp accent as we know it to-
day was in its infancy.  The sharp, quick accent would 
more commonly appear as a staccato Strich (as, for 
example, on the first of each group of a succession 
of 
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rather longer than the modern > , and always beneath 
the note, as in op.27 no.1 I  4 (= 24/8 etc.).  Sometimes 
they are written even longer, resembling diminuen-
dos; these are the classic ‘Schubert hairpin’, but do not 
occur in op.27.  See note on op.27 no.1 I I I  3, where 
today the correct notation presents special problems.

Punkte and Striche
Beethoven was said (cf. Nottebohm, Beethoveniana (1872),  
pp.107–25) to be punctilious about the difference be-
tween Punkte and Striche (dots and dashes), and Notte- 
bohm cites two essential pieces of evidence for this: 
firstly (on pp.107–9) Beethoven’s copious corrections to
the first performance parts of the Allegretto of Sym-
phony No.7, op.92, viz:       (etc.), secondly a 
letter of 15 August 1825 to Karl Holz (Emily Ander-
son, The Letters of Beethoven (1961), No.1421) in which 
Beethoven gives the firm instruction that “
4
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Œ are not identical”.  But the whole point about
both these is that Beethoven’s requests are absolutely 
consistent: his staccato signs should always be given 
as Striche, unless they are beneath slurs, in which case 
this is portato and they should of course be Punkte.  
This principle is entirely without problem or necessity 
for any exceptions, and we have adhered strictly to it.

Early printed editions, however, are totally incon-
sistent, and nothing can be deduced from the inci-
dence of either one or the other.  For example E of op.27  
no.1 is almost always correct (though the portato in 
I  13–4 is printed with Striche), but in op.27 no.2, de-
spite Beethoven’s Striche in A, almost all the staccato 
is given in E as Punkte – even in the revealing and 
insightful locus classicus of I I I  91–3 where, as the cre-
scendo grows, Beethoven’s Striche become gradually 
longer, an excellent illustration of the way his notation 
typically reflected the mood of the music.
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PERFORMANCE PRACTICE

The rules and conventions of notation provide only 
a framework for a performance faithful to the com-
poser’s intentions.  Every composer develops his own 
personal language, which has to be learnt by the per-
former.  Each period of musical history also has its 
own norms which at the time were universally under-
stood (hence not notated) but which now have to be 
reconstructed, resulting in keen controversy – distin-
guished artists often having diametrically opposed, 
yet equally entrenched, opinions as to what the com-
poser must have intended.  Musicologists sometimes 
claim to have answers to the questions we would most 

like to have resolved, triumphantly citing one treatise 
or other, but often some evidence (usually internal, in 
the music itself) crops up which then throws the al-
leged rule into doubt.  In such cases we can only draw 
attention to the various issues, so that the interpreter 
at least gives them some consideration before making 
his own artistic decisions.

Instruments and range
To a certain extent, to perform a keyboard work by 
Beethoven on a modern piano is to play a transcrip-
tion of music conceived for a very different type of in-
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strument.  It was one whose touch was lighter, whose 
attack was cleaner, and whose sustaining power was 
considerably weaker, especially in the upper register.  
The hammers were covered in leather rather than the  
felt of modern instruments, and the frame was wood-
en, not metal.  In addition, the dip of the keys was 
shallower, making such effects as the glissandi in oc-
taves in the coda of the ‘Waldstein’ Sonata, so prob-
lematic to the performer on a modern piano, perfectly 
feasible.

During Beethoven’s lifetime the piano underwent 
continual development, but he was never entirely happy  
with the instruments he experienced.  One area of 
particular frustration with his earlier pianos was their 
restricted 5-octave range, from f3 to f 2, that had been in 
use ever since the days of Haydn and Mozart.  While 
Mozart’s keyboard music seldom imparts the impres-
sion that the range is a compositional hindrance, that 
is by no means the case with Beethoven, who is con-
stantly straining against the limitations, particularly 
at the upper end.  It is important for the player on 
a modern instrument to realise that in Beethoven’s 
earlier piano works, the top note f 2 (which nowadays 
seems quite ordinary) was sometimes a gesture of de-
fiance, as for example in op.2 no.1 IV  17–20, op.7 IV 
68–70/8–9, and (especially) Concerto No.1 op.15 I  172.

In 1803 Beethoven was presented with a 5½-octave 
Érard which extended to c3, and from then (op.53) on, 
the range of notes gradually increased, until in 1825 
he took delivery of the latest Graf – a much heavier, 
louder and larger instrument which at last satisfied 
him with its full range of 6½ octaves, c3–f3.

In the end, it is difficult not to feel that Beethoven 
was writing not for a specific type of piano, but for 
an idealised instrument of limitless possibilities.  Be-
sides sonorities that are plainly conceived in orches-
tral terms, the sonatas contain effects that cannot be 
reproduced on any keyboard instrument – in particu-
lar, the crescendo on a single sustained note, as in op.7 
I I  39, op.14 no.1 I I  62 and op.81a I  252–3.

Pedalling
According to Czerny, Beethoven “made frequent use 
of the pedals, much more frequent than is indicated 
in his works” 1 and we may assume that such indica-
tions as he did provide were associated with moments 
where the use of the pedal was not either self-evident, 

1 Carl Czerny: “Anekdoten und Notizen über Beethoven”. Über 
den richtigen Vortrag der sämtlichen Beethoven’schen Klavierwerke, ed. 
Paul Badura-Skoda (Vienna, 1963), p.22.

or simply a matter of taste.  Beethoven’s earliest mark-
ings for the sustaining pedal occur in six works pub-
lished in 1801–2: the C major Concerto op.15, the Quin-
tet op.16, and the sonatas opp.26 –28.  The composer’s 
means of indicating the depressing and release of the 
pedal in these works was senza sordino and con sordino 
respectively.  Despite the cumbersomeness of this sys-
tem, he was able to be quite specific about the use – 
and non-use – of the pedal in such moments as the 
start of the finale in the Sonata op.27 no.2, where the 
initial flurries of rising arpeggios are to be played con 
sordino, so that the staccato ‘rocking’ figure in the left 
hand that underpins them can emerge crisply, while 
the explosive chords that punctuate the arpeggios are 
marked senza sordino.  The latter indication enables the 
piano momentarily to vibrate, and thereby to lend the 
chords greater weight.

A further notable use of pedal markings is found 
in bars 163 – 6, with their two parallel pairs of bars of 
sweeping arpeggios.  The first pair is played con sor-
dino, while the second is to be pedalled.  Again, this 
gives greater emphasis to the latter half of this turbu-
lent passage – an emphasis that is further strength-
ened through the fact that the final arpeggio unfolds 
in notes of twice the length of the remainder.

The performance direction with which Beethoven 
prefaced the famous Adagio of the ‘Moonlight’ So-
nata – “Si deve suonare tutto questo pezzo delicatis-
simamente e senza sordino” – may remind us of the 
subheading of the finale in his Quartet op.18 no.6: 
“Questo pezzo si deve trattare colla più gran delica-
tezza”.  While the quartet’s exhortation does not pre-
clude several distinctly menacing instances of forte, 
and even in one case fortissimo, chords, the piano so-
nata’s calm is unbroken, and the marking of senza sor-
dino, instructing the player to keep the dampers raised  
throughout, adds to the music’s atmosphere of gloom 
and mystery.  The marking is one that has given rise 
to some controversy: did Beethoven intend the pianist 
literally to keep the pedal depressed from the start of 
the piece until the end, or did he simply mean “make 
use of the pedal throughout”?  We know Beethoven 
relished the sound of blurred harmonies: we need only  
think of the notoriously nebulous sonorities in the ron- 
do theme of the ‘Waldstein’ Sonata op.53, which was 
written after the composer had simplified his pedal 
notation, and made it more accurate.  At the time of 
the ‘Moonlight’ Sonata, on the other hand, his method 
would not have allowed him, even if he had wanted 
to do so, to indicate the type of ‘down-up-down’ ped-
alling, sometimes involving a change of pedal on each 
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beat of the bar, that became a commonplace in the mu-
sic of such composers as Chopin.  Even if Beethoven  
intended the pianist to follow his instruction in the 
‘Moonlight’ Sonata’s opening movement to the letter, 
and to play the entire piece with unbrokenly raised 
dampers (so adamant is he about the effect he wants 
that he repeats the exhortation between the staves at 
the start of the piece, writing sempre pp e senza sordino), 
performers using a modern instrument, with its less 
focussed sound and greater sustaining power, clear-
ly need to exercise some caution.  A similar mark-
ing was used as late as 1823 by Schubert in his well-
known German Dance D.783 no.7, which the pianist 
is instructed to play ‘mit erhobener Dämpfung’ (with 
raised dampers).  Schubert cannot have had an un-
changed pedal in mind - not least because the music 
is divided into two distinct halves, each repeated.

Tempo
In the piano sonatas we are hardly troubled with the 
vexed and notorious problem of Beethoven’s metro-
nome marks, since the only sonata to which he as-
signed them is op.106 – though the marking for the 
first movement of this work is one of the most con-
troversial of all, an improbably fast  = 138.  Concrete 
evidence of the unreliability of metronome marks is 
the recordings of so many later composers whose own 
speeds differ, often wildly, from those printed in the 
score.  Indeed anyone, whether composer, performer 
or writer, who prescribes metronome marks within 
the close and comfortable confines of his writing-desk 
falls inexorably into the trap of failing to allow for the 
space which the music will in practice need in order to 
breathe.  How much difference that makes, depends 
on the character of the piece; hence some metronome 
marks work while others do not.  However pious a 
duty it may seem, it is therefore both naïve and futile 
to attempt to follow Beethoven’s metronome marks 
to the letter.  Subsequent authorities such as Czerny 
(who of course studied with Beethoven) and Mosche-
les have attempted to lay down recommended speeds 
for all the sonatas, but these are equally problematic, 
and in addition worryingly distant from the compos-
er himself.

On the other hand, we can learn a lot from the 
characteristics of the instruments of Beethoven’s time.  
For example, the fact that both keyboard and stringed 
instruments were unable to sustain as richly as ours 
today, supports the notion that during the 20th cen-
tury tempi, particularly of slow movements, tended to 
become too slow and even turgid.

Dynamics
Beethoven’s music is essentially dramatic, and dynam-
ics are therefore of the greatest importance.  Where f 
is followed by ff, or p by pp, it is crucial to make as big 
a difference between the two as possible.  Beethoven 
was not much interested in half measures; mf occurs 
infrequently in his music, and mp hardly ever (op.111 
I  22), and similarly, where pp cresc. might seem to lead 
merely to p (op.57 I  238), the effect required is instead 
always molto cresc. followed by subito p.  The sharp ac-
cent sf is so common in Beethoven that in a sequence 
of sf notes he sometimes saves time by abbreviating 
it to merely f, which can lead to ambiguity (op.57 I I  
50 – 62).  In his early music he quite often wrote rinf. 
(op.13 I I  70 –2), which applies to a whole group of notes 
(or phrase), but later this is much rarer; instead, he oc-
casionally wrote sforzato (op.73 I  192).  The difference 
between sf, sfp and fp is absolutely specific: the first 
two indicate an accent, with the prevailing dynamic 
unchanged after sf, but p after sfp; while fp indicates 
a f dynamic which immediately drops to p and stays 
there.  Beethoven never wrote fff in his piano sonatas, 
but did write ppp.

Beethoven treated the words dolce and cantabile as 
dynamics in their own right; the p often added in 
more modern editions detracts from their character.

Articulation
See Preface for much discussion of both slurs and stac- 
cato; but a few further observations may be made here.   
It is an important principle in music of this period that  
repeated notes were assumed to be played non legato, 
so that in such cases staccato markings were unneces-
sary; in places such as op.26 I  88–90/8–102, op.53 I I I  
204– 8, the same staccato execution as in the previous 
bars is assumed.  Occasionally repeated notes may 
also be notated with staccato; they are then played 
even more staccato than would otherwise have been 
the case (op.31 no.1 I I  41–7).

From the context it is clear that for Beethoven, as for 
Mozart, a staccato Strich also implies an element of 
accent.  Sometimes a Strich is placed on a note which 
is then tied forwards (Mozart Symphony No.40 K.550 
I I  20, Beethoven Symphony No.6 I I I  91 Oboe); or a 
Strich may be added to the first note in each group 
(op.53 I  280 –1, op.109 I I I  169 –71).

Frequently Beethoven sets up a pattern, either of 
slurs (op.13 I I I  1 LH) or of staccato (op.27 no.2 I I I  137) 
or of portato (op.22 I I  2), leaving subsequent bars un-
marked.  He then took it for granted the performer 
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would understand that the prevailing pattern of ar-
ticulation was to be maintained.

Accents
The modern, sharp accent written short (>), centrally 
above the note, hardly existed in Beethoven’s time; 
an early example of their widespread use is Mendels-
sohn’s Octet of 1825.  Instead, Beethoven wrote such 
short hairpins almost always beneath the note, so that 
to musicians today they may look confusingly like di-
minuendi (which would bring the prevailing dynamic 
downwards).  For this reason, other (even Urtext) edi- 
tions have preferred to rewrite them as modern ac-
cents; but this subtly alters the musical message.  Prob- 
ably they should be executed rather more gently than 
modern accents (i.e. as leans, or stresses), more like the 
also notoriously misleading, yet uniquely characteris-
tic, Schubert hairpins.  We have retained Beethoven’s 
notation unaltered, citing any potentially ambiguous 
instances in each respective Preface.

Trills and other ornaments
This is without doubt the most contentious area of 
interpretation in Beethoven’s music.  Some authorities  
claim that our model should be C. P. E. Bach’s Versuch 
über die wahre Art das Clavier zu spielen (Part 1, 1753),  
which Beethoven certainly owned and read; others in-
sist on the contrary that Hummel’s treatise Ausführliche 
theoretisch-practische Anweisung zum Piano-Forte-Spiel,  
published in 1828 (much nearer to the time of Beetho-
ven’s music), is closer to the mark.  For the problem 
is that the extent of difference between the two is, in 
respect of ornaments, colossal.  Whereas C. P. E. Bach 
(and others in the 18th century) pronounced that trills 
start on the upper note, and Vorschläge are played 
long and on the beat, by 1830 this was by no means 
necessarily the case: trills now increasingly start on 
the note, and grace notes are often played short and 
before the beat.  It is clear that Beethoven was living  
in a time of transition, so that all we can say for cer-
tain is that sometimes the one will be appropriate, 
sometimes the other.  Occasionally Beethoven himself 

notates the Vorschlag, as in op.2 no.3 I  78 – 83, yet this 
then leaves us in the dark with respect to bar 21.  In 
other words, when Beethoven notates a Vorschlag we 
are still in doubt as to whether he is corroborating a 
general principle (sometimes, due perhaps to an ac-
cidental that needs to be specified), or providing it 
because it runs counter to the general principle.  One 
particularly interesting example of an upper-note trill 
being specified – because there cannot be any other 
hidden agenda – is in the Trio in B WoO 39 (1812), writ-
ten for the 12-year-old Maximiliane Brentano, where 
Beethoven adds a fingering on every note to help little  
Maxe, and in bar 8 fingers the c– d trill (which, more-
over, is approached from a melodic d!) in a way that 
leaves no doubt.  Yet to apply this principle in all 
Beethoven’s music would result in some very uncom-
fortable moments, e.g. Piano Concerto No.3 I  193 – 6 or 
Violin Concerto I I I  269 –309.  The same degree of con-
troversy applies to Nachschläge: some authorities in-
sist every trill has to have its Nachschlag, some claim 
a Nachschlag should be played only where written, 
while others allow more flexibility according to cer-
tain particular contexts.  We can only say that in these 
areas the jury is still out, and recommend that the 
interpreter use his own artistic judgement.

Repeats
Again, there is no consensus among authorities as to 
whether all notated exposition repeats must be ob-
served, and still greater doubt in the case of second-
half repeats.  However, the instruction Minuetto da capo  
senza replica after the Trio of op.10 no.3, opp.22 and 
26 – together with other evidence – clearly implies 
that in other cases, where Beethoven wrote merely 
Menuetto D.C. (op.2 no.1 etc.), he assumed – contrary to 
today’s normal practice – that repeats would be taken  
on the da capo exactly as they were the first time.  But 
there is so much reluctance among performers today 
to obey this principle, that one wonders whether per-
haps, different eras demand different solutions.

Jonathan Del Mar and Misha Donat
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XI

EINLEITUNG

WIDMUNG UND REZEPTION

Beethovens Sonaten op. 27, beide auf dem Titelblatt als  
„quasi una fantasia“ ausgewiesen, kamen 1802 bei dem  
Wiener Verleger Giovanni Cappi heraus. Anders als 
bei allen anderen Publikationen Beethovens, die im 
selben Zeitraum entstandene Werke unter einer Opus-
nummer vereinen, sind die Sonaten unterschiedlichen 
Personen dediziert: Die erste ist mit A Sua Altezza la 
Signora Principessa Giovanni Liechtenstein nata Langravio 
Fürstenberg überschrieben, während die zweite – die 
sogenannte „Mondscheinsonate“ – den Namen Con-
tessa Giulietta Guicciardi trägt.

Josephine Sophie Landgräfin zu Fürstenberg-Weitra 
war seit 1792 mit Fürst Johann Joseph von Liechten-
stein verheiratet. Sie könnte einst Beethovens Klavier-
schülerin gewesen sein, und der Komponist muss nach  
der Veröffentlichung der Sonaten op. 27 weiter mit ihr in 
Verbindung gestanden haben – im November 1805 ver-
traute er Ferdinand Ries ein an sie adressiertes Schrei- 
ben an, in dem er um finanzielle Unterstützung seines 
jungen, zum Militärdienst einberufenen Schülers bat. 
Doch sehr zu Beethovens Verdruss war Ries offen-
sichtlich zu verlegen, den Brief weiterzugeben.

Dem Komponisten näher stand Julie (Giulietta)  
Guicciardi, die Beethovens ehemaligem Sekretär Anton 
Schindler zufolge sogar seine „unsterbliche Geliebte“ 
gewesen sein soll.1 Die Gräfin, 1852 von Otto Jahn im 
Zusammenhang mit einem geplanten Beethoven-Buch 
befragt (das Projekt wurde niemals realisiert, Jahn über- 
gab sein Material aber dem Beethoven-Biografen Ale-
xander Wheelock Thayer), berichtete, dass der Kom-
ponist ihr das Manuskript des Klavier-Rondos op. 51 
Nr. 2 hatte zukommen lassen, sie aber bat, es ihm zu-
rückzugeben, als er dringend nach einem der Gräfin 
Lichnowsky zu widmenden Stück suchte. (Das Rondo  
erschien im September 1802.) Als Ausgleich wurde 
Guicciardi die Sonate op. 27 Nr. 2 dediziert.2 Etwa zur 
Entstehungszeit der beiden Sonaten op. 27 war Guicciar-
di Beethovens Klavierschülerin; in einem mit dem 
16. November 1801 datierten Brief an seinen Freund, 
den Arzt Franz Gerhard Wegeler, offenbarte der Kom-
ponist, dass seine durch die zunehmende Schwerhö-

1 Anton Schindler, Biographie von Ludwig van Beethoven, Münster 
31860, S. 97– 99.
2 Alexander Wheelock Thayer, Thayer’s Life of Beethoven, rev. von 
Elliot Forbes, Princeton 1967, S. 291.

rigkeit hervorgerufene große Einsamkeit durch „ein 
liebes zauberisches Mädchen […], die mich liebt, und  
die ich liebe“,3 gemildert würde. Hierbei könnte es sich 
um Guicciardi gehandelt haben, ein damals 17-jähri-
ges Mädchen. Zwei Jahre später heiratete sie jedoch 
den Grafen von Gallenberg und ging mit ihm nach 
Italien, um dann später nach Wien zurückzukehren, 
wo Gallenberg eine Leitungsfunktion am Kärntnertor-
Theater übernahm und 1822 unmittelbar in die Wie- 
deraufnahme des Fidelio involviert war.

Der Schriftsteller Wilhelm von Lenz behauptete 
im 19. Jahrhundert nachdrücklich, dass der Beiname 
„Mondscheinsonate“, der nicht lange nach Beethovens 
Tod eine schier unlösbare Verbindung mit der zweiten 
der Sonaten op. 27 einging, auf den Dichter und Kri-
tiker Ludwig Rellstab zurückgehe: „Rellstab verglich 
dieses Werk einer Barke, die im Mondlicht an der wil- 
den Landschaft des Vierwaldstättersees in der Schweiz 
vorübergleitet. Der Beiname Mondscheins-Sonate [sic], 
der vor zwanzig Jahren den Kenner in Deutschland 
aufschreien ließ, hat keinen anderen Ursprung.“ 4 Die  
exakte Fundstelle von Rellstabs Beschreibung ist nicht  
lokalisierbar, obschon in dessen „Kunstnovelle“ Theo- 
dor. Eine musikalische Skizze aus dem Jahr 1823 die Sona-
te, Mondlicht und ein See (allerdings nicht ausdrück-
lich der Vierwaldstättersee) konkrete Erwähnung fin-
den. Im Rahmen einer Erörterung über Dunkelheit 
und Licht in der Musik von Mozart und Beethoven 
erklärt dort die Figur des Kammergerichtsraths, der 
ausgiebig über Beethoven geschrieben hat:

Keiner falschen Quinte wäre ich werth, wenn ich das 
Adagio aus der Phantasie in Cis-moll vergessen hätte. 
Der See ruht in dämmerndem Mondenschimmer, dumpf 
stösst die Welle an das dunkle Ufer, düstre Waldberge 
steigen auf und schließen die heilige Gegend von der 
Welt ab, Schwäne ziehn mit flüsternden Rauschen wie 
Geister durch die Fluth und eine Aeolsharfe tönt Klagen 
sehnsüchtiger einsamer Liebe geheimnissvoll von jener 
Ruine herab.5

Ganz ähnlich beschrieb Beethovens Schüler Carl Czer- 
ny das berühmte Adagio der Sonate als „eine Nacht-
scene, wo aus weiter Ferne eine klagende Geisterstim-

3 Ludwig van Beethoven: Briefwechsel. Gesamtausgabe, hrsg. von Sieg- 
hard Brandenburg, München 1996, Nr. 70.
4 Wilhelm von Lenz, Beethoven et ses trois styles, Bd. 1, St. Peters-
burg 1852, S. 225.
5 Berliner Allgemeine musikalische Zeitung Nr. 32, 11. Aug. 1824, S. 274.

Bärenreiter

Leseprobe

Sample page



Hierbei handelt es sich um eine Leseprobe.
Daher sind nicht alle Seiten sichtbar.

Die komplette Ausgabe erhalten Sie bei Ihrem lokalen
Musikalien- bzw. Buchhändler oder in unserem Webshop.

This is a sample copy.
Therefore not all pages are visible.

The complete edition can be purchased from your local 
music or book retailer or in our webshop.



XII

me ertönt“,6 und auch Lenz erinnerte das Stück an 
Mondlicht und die Klänge einer Äolsharfe:

Aus dem Schooße einer Grabesharmonie (die Argeggien 
[sic] in Triolen der rechten Hand, während der Baß lang-
sam zu den tiefsten Stufen des Pianoforte herabsinkt) er-
hebt sich von Zeit zu Zeit eine melodische Phrase, welche 
so zu sagen von selbst aus der Folge der Akkorde entsteht 
und wieder eben so in ihnen verschwindet. So leuchtet 
einen Augenblick der blasse Schimmer des Mondes, um 
sich hinter jagenden, finstern Wolken zu verstecken, wel-
che ihn mit ihren Wogen verdunkeln. Wie erhaben, wie 
betrübt zugleich sind nicht diese untereinander wech-
selnden Melodiephrasen, welche aus einer Aeolsharfe zu 
säuseln scheinen.7

FORM

Die Leipziger Allgemeine musikalische Zeitung hob in 
ihrer Besprechung der beiden Sonaten op. 27 (und der  
As-Dur-Sonate op. 26) den Eindruck innerer Geschlos-
senheit des Cis-Moll-Werks hervor:

Diese Phantasie ist von Anfang bis zu Ende Ein gedie-
genes Ganze, mit Einemmal aus dem ganzen, tiefen und 
innig aufgeregten Gemüth entsprungen, und nun gleich-
sam aus Einem Marmorblock gehauen. Es ist wohl nicht 
möglich, dass irgend ein Mensch, dem die Natur nicht 
die innere Musik versagt hat, nicht sollte durch das ers-
te Adagio (dem der Verf. recht gut beygeschrieben hat: 
Si deve suonare tutto questo pezzo delicatissimamente 
e senza sordino) ergriffen und allmählig immer höher 
geleitet, und dann durch das Presto agitato so innig be-
wegt und so hoch gehoben werden, als er durch freye 
Klaviermusik nur zu heben ist. Mit vollkommnen Grund 
sind diese beyden Hauptsätze in dem schauerlichen Cis 
moll geschrieben.8

Tatsächlich passt die Bezeichnung „quasi una fanta-
sia“ besser zur ersten als zur zweiten Sonate. Letztere 
ist in drei einzelne Sätze gegliedert, wenngleich sich 
der menuettartige Mittelsatz dem eröffnenden Ada-
gio unmittelbar anschließt. Eine derartige Gestaltung 
(langsamer Satz – Menuett – schnelles Finale) hatte 
zudem bereits Mozart seiner Es-Dur-Sonate KV  282  
und der Sonate KV  331 mit Alla-Turca-Finale zugrunde  

6 Carl Czerny, Anekdoten und Notizen über Beethoven, in: Über den 
richtigen Vortrag der sämtlichen Beethoven’schen Klavierwerke, 
hrsg. von Paul Badura-Skoda, Wien 1963, S. 51.
7 Wilhelm von Lenz, Beethoven. Eine Kunst-Studie, Dritter Theil, 
Zweite Abtheilung: Kritischer Katalog sämmtlicher Werke Beethovens 
mit Analysen derselben, 2. Theil: I I . Periode op. 21 bis op. 100. Erste 
Hälfte op. 21 bis op. 55, Hamburg 1860, S. 61.
8 Allgemeine musikalische Zeitung (Leipzig) 4. Jg., Nr. 40, 30. Juni 
1802, Sp. 652.

gelegt. Der improvisatorische Charakter von Beetho-
vens berühmtem Kopfsatz und dessen einheitliche 
und durchgehende Stimmung sind jedoch vollkom-
men neuartig.

Bei der ersten der beiden Sonaten handelt es sich 
um das einzige Werk Beethovens, das daraufhin an-
gelegt wurde, ohne Unterbrechung vom Beginn bis 
zum Ende durchgespielt zu werden. Darüber hinaus 
besitzt, wie bei der Vorgänger-Sonate op. 26, kein Satz 
Sonatenform. Zusammengenommen handelt es sich 
um eine der experimentierfreudigsten Kompositionen 
aus Beethovens mittlerer Schaffenszeit und um die 
erste, in der musikalisches Material aus einem frühe-
ren Teil des Werks an späterer Stelle in neuem Kon-
text wieder auftaucht, nämlich das Adagio, der dritte 
Teil der Sonate, das unmittelbar vor der Presto-Coda 
im Finale zitiert wird. In den nächsten 15 Jahren sollte 
Beethoven vergleichbare Ideen hinsichtlich Kontinui-
tät und zyklischer Form nur mehr im Liederzyklus 
An die ferne Geliebte, in der Klaviersonate op. 101 und 
der Cellosonate op. 102 Nr. 1 ausprobieren. Doch auch 
zwei andere Werke aus seiner mittleren Schaffenszeit 
weisen die Wiederaufnahme musikalischen Materials 
während oder am Ende eines anderen Satzes auf: die 
5. Symphonie mit ihrem verknüpften abschließenden 
Satzpaar und der verkürzten Wiederkehr des Scherzos 
etwa in der Mitte des Finales sowie die Messe in C-Dur  
op. 86, in der die Schlusstakte des Agnus Dei auf das 
Thema des ersten Kyrie zurückgreifen. (Die frühe Se-
renade op. 8 für Streichtrio mit ihrer schlichten Wie-
derholung des eröffnenden Marschs zur Abrundung 
des Werks ist nicht als Vorbote von Beethovens spä-
terem Verfahren zu verstehen, da eine solche Reprise 
traditioneller Bestandteil von Serenaden war.)

Die Es-Dur-Sonate hebt in einer Atmosphäre durch-
sichtiger Schlichtheit an, mit einem einfachen Thema, 
dessen anfängliches Intervall, das der melodisch fal-
lenden kleinen Terz, im Finale beträchtliche Bedeutung  
erlangen wird. Beethoven präsentiert zwei aufeinan-
der folgende Themen in der Grundtonart, die beide 
am Ende jeder Hälfte in die Tonika kadenzieren. Sogar  
die kurzzeitige Wendung ins lichte C-Dur am Beginn 
der letzten Hälfte des zweiten Themas trägt kaum da- 
zu bei, den Hörer auf den heftigen Kontrast vorzube-
reiten, den die zentrale C-Dur-Passage des Satzes mit 
sich bringt. Den Kontrast bilden sowohl das Tempo  
als auch das Metrum, und hier führt Beethoven schließ- 
lich ein Motiv ein, dessen erste Hälfte von der Tonika 
zur Dominante moduliert, wodurch sich die Musik 
klanglich öffnet. Diese Episode fungiert als Unterbre-
chung einer Art Variationenfolge über das erste acht-
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taktige Thema, und das Stück hinterlässt insgesamt 
den Eindruck einer Improvisation.

Ganz ähnlich wie im Mittelsatz der Sonate op. 10 
Nr. 2 variiert Beethoven die Reprise des folgenden 
c-Moll-Scherzos: Statt die Hände des Pianisten wie 
ganz zu Anfang streng in Oktaven zusammenspielen 
zu lassen, verdunkelt die rechte Hand nun die linke  
durch unruhige Synkopen. Auch hier gibt es eine Co- 
da, die dem Eintritt des langsamen Satzes den Weg 
bereitet.

Das Adagio teilt den Charakter und die Tonart As-Dur  
mit dem langsamen Satz der Sonate Pathétique op. 13. 
Die Ähnlichkeiten reichen hierbei bis hin zu der Tatsa-
che, dass bei der Reprise des Themas eine Mittelstim-
me mit sanft begleitenden Sechzehnteln hinzutritt. 
Der Abschnitt ist zu reich an Substanz, um als eine 
bloße Überleitung vom Scherzo zum Rondo-Finale zu 
fungieren, zugleich aber nicht ausreichend entwickelt, 
um als eigenständiger langsamer Satz gelten zu kön-
nen. In dieser Hinsicht hat er viel gemein mit dem Ada-
gio, das den Finalsatz von Beethovens Cello-Sonate  
A-Dur op. 69 einleitet. Tatsächlich liegt das Haupt-
gewicht der Es-Dur-Sonate auf dem Finale, dessen 
zentraler Abschnitt die fallende Terz vom Beginn des 
Rondo-Themas aufgreift und sie ausführlich weiter-
entwickelt (Takt 132–154). Dasselbe melodische Inter-
vall bestimmt auch die Presto-Coda, jedoch nicht ohne  
dass zuvor das Thema des langsamen Satzes, im Ori-
ginaltempo und nunmehr in der Grundtonart der 
 Sonate, noch einmal kurz zitiert wird.

Ebenso wie es Beethoven im folgenden Jahr bei sei-
ner „Sturm“-Sonate op. 31 Nr. 2 tun sollte, behielt er in 

der „Mondscheinsonate“ die Düsterkeit der Moll-Ton-
art in den Ecksätzen konsequent bei, während er den 
zweiten Satz vollständig in Dur gestaltete. Diese Um-
klammerung eines „hellen“ durch zwei „dunkle“ Stü-
cke könnte Liszt dazu veranlasst haben, das im Zen-
trum stehende menuettartige Interludium als „eine 
Blume zwischen zwei Abgründen“ 9 zu beschreiben. 
Die erste Hälfte des Allegrettos wartet mit einer aus-
geschriebenen Wiederholung auf, in der die Melodie 
synkopisch geführt ist; hierdurch wird die Notwen-
digkeit umgangen, die Passage zweimal zu spielen. 
Die zweite Hälfte hingegen verbindet das Thema in 
seiner ursprünglichen und der synkopierten Form, wo- 
bei letztere auf das Trio zuführt, das durchgehend 
synkopiert ist.

Wie Beethovens einziges anderes Werk in cis-Moll, 
das Streichquartett op. 131, weist die „Mondschein-
sonate“ erst im Finale einen vollständig ausgebilde-
ten Sonatensatz auf. Während das zweite Thema des 
Quartett-Finales jedoch in der konventionellen paral-
lelen Dur-Tonart (E-Dur) erscheint, bringt die Sonate 
beide Themen des zweiten Abschnitts der Exposition 
(T. 21ff. und 43ff.) in der Molldominante (gis-Moll). 
Dieser letzte Satz ist von anhaltender Dramatik und 
Aufregung bestimmt und erreicht in der Coda einen 
neuen Höhepunkt stürmischen Ausdrucks. Erst für 
die „Appassionata“ op. 57 von 1804/05 schrieb Beet-
hoven wieder ein Finale von vergleichbarer Kraft und 
tragischer Intensität.

Misha Donat
(Übersetzung: Gudula Schütz)

9 Vgl. Lenz, Beethoven et ses trois styles (siehe Anm. 4), S. 225.
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XIV

VORWORT

Quellen
Das Autograph (A) von op. 27 Nr. 2 ist nahezu vollstän-
dig im Beethoven-Haus, Bonn, überliefert. Von op. 27  
Nr. 1 haben sich dagegen keine authentischen Hand-
schriften erhalten, sodass wir in jeder Hinsicht von 
einer einzigen Quelle abhängig sind:
E Originalausgabe beider Sonaten (1802), veröf-

fentlicht von Cappi, Wien.
Einen ausführlichen Bericht über diese Quellen ver-
mittelt der Critical Commentary.

Spezielle Editionsprobleme
Wo immer möglich, sind die Eigenheiten von Beetho-
vens Notation, seine Schlüssel, die Schreibweise von  
Dynamik und Tempobezeichnungen, die Notengrup-
pierungen und die äußere Anlage beibehalten. In eini- 
gen offenkundigen Fällen erwies es sich jedoch als 
notwendig, die Schreibweise heutigen Gewohnheiten 
anzupassen: Die für ihn charakteristische Angabe cres. 
wurde in cresc. geändert; Crescendo-Decrescendo- 
Gabeln zur ersten Note eines Takts erscheinen als 

œ  statt der bei Beethoven üblichen Schreibweise
œ . Seine altertümliche Anweisung senza sordino 

… con sordino für den Gebrauch des Dämpferpedals 
wurde durch die moderne Schreibweise  …  er-
setzt.

Die durch den Herausgeber vorgenommenen Er-
gänzungen und Emendationen werden durch eckige 
Klammern oder (bei Legatobögen und Gabeln) durch 
Strichelung gekennzeichnet.

Halte- und Legatobögen
Nach den modernen Notationsregeln wird bei Akkor-
den immer nur ein Legatobogen gesetzt, dagegen so vie-
le Haltebögen, wie die Akkorde Töne aufweisen. Dies 
ist jedoch in den zeitgenössischen Beethoven-Quellen, 
wie nicht anders zu erwarten, nur inkonsequent be-
folgt. Wenn also in einer Quelle ein oder mehrere mu-
sikalisch notwendige Haltebögen fehlen, so wurden 
sie in der vorliegenden Edition den modernen Regeln 
entsprechend ergänzt, wobei auf gestrichelte Notation 
verzichtet wurde (z. B. op. 27 Nr. 1 I I I  23, 288 in E nur 
oberer Haltebogen vorhanden, in 298 –303 dagegen alle  
notiert; op. 27 Nr.2 I I  56/7 RH in A,E nur oberer Halte-
bogen; I I I  172–173 in A nur oberer Haltebogen). In den 
Quellen zu Beethovens Klaviermusik ist das Fehlen  
von Bögen nicht ungewöhnlich, es wäre allerdings we- 

der möglich noch wünschenswert, an allen entspre-
chenden Stellen Ergänzungen vorzunehmen. Häufig 
ist die intendierte Fortsetzung des Legatospiels offen-
sichtlich (z. B. op. 27 Nr. 2 I  5), manchmal allerdings 
kann man sich nicht so sicher sein (op. 27 Nr. 1 I  4, 43 
nicht unbedingt legato trotz 3, 49/50). Es sei deshalb mit 
Nachdruck betont, dass das Fehlen gedruckter Bögen 
nicht in jedem Falle bedeutet, dass Non-legato-Spiel  
gemeint ist oder erwartet wird.

Bögen bei Tonwiederholungen
Diese begegnen bei Beethoven regelmäßig und wur-
den so übernommen, wie sie in den Quellen stehen. 
Ein deutliches Beispiel ist der Bogen in op. 27 Nr. 1 I  
78 LH, dessen Unterbrechung vor der wiederholten 
Note den Charakter der Passage nachteilig verändern 
würde.

Bögen bei Ziernoten
Beethoven setzte im Allgemeinen keine Bögen bei 
Ziernoten oder zwischen Zier- und Hauptnoten. Zier-
noten begegnen überwiegend als einfache Vorschläge 
(z. B. op. 27 Nr. 2 I I I  22, 59 – 62) oder Nachschläge zu 
Trillern (op. 27 Nr. 1 I I I  28, op. 27 Nr. 2 I I I  32). An 
diesen Stellen wurden Bögen in der Praxis ausnahms-
los vorausgesetzt, ebenso dort, wo Nachschläge wie 
in op. 27 Nr. 1 I I I  289 als normale 

œ œ ® ≈ ‰ Œ Ó

 ausnotiert sind. 
Mitunter setzte Beethoven allerdings Bögen, um Un-
klarheiten zu vermeiden (z. B. op. 27 Nr. 2 I I I  125); 
jedoch sorgte er durch sein Vorgehen, hier Bögen zu 
setzen und dort keine (30/2, 127), natürlich für neue 
Missverständnisse. Siehe auch die Anmerkungen zu 
op. 27 Nr. 2 I I I  97 und 153 hinten im Critical Com-
mentary.

Dynamik
Es gehört zu den gelegentlich begegnenden Eigen-
tümlichkeiten von Beethovens Notation, dass er beide  
Hände als getrennte Einheiten behandelt und dynami-
sche Angaben der einen oder der anderen Hand oder 
beiden gemeinsam zuordnet. Wo Beethoven offensicht- 
lich die Dynamik nur auf eine Hand angewendet wis-
sen wollte, haben wir das genau so wiedergegeben, 
zumal es im Hinblick auf sf oder sfp natürlich ohne-
hin entscheidend ist (z. B. op. 27 Nr. 1 I I I  35 –36). Diese 
Vorgehensweise zu rechtfertigen fällt freilich dort, wo 
die gleichen dynamischen Angaben zu beiden Hän-
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die gleichen dynamischen Angaben zu beiden Hän-
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den an exakt derselben Stelle notiert sind, nicht leicht. 
Doch kann sie aber zur Erhellung beitragen: Zum Bei-
spiel in op. 27 Nr. 1 I I I  34 und op. 27 Nr. 2 I I I  2, wo das 
zusätzliche sf unter der LH alle vielleicht noch beste-
henden Zweifel beseitigt. Wo jedoch ein gewöhnliches 
Zeichen wie pp in beiden Systemen erscheint, können 
wir mit gutem Gewissen davon ausgehen, dass da-
durch der Musik nicht das mindeste psychologische 
Moment hinzugefügt werden sollte; wir können es also  
auf eine einzelne Angabe zwischen den Systemen re-
duzieren. Alle Fälle dieser Art sind im Appendix 5 
aufgelistet.

Akzente
1802 steckte der heute geläufige scharfe Akzent noch 
in den Kinderschuhen. Der scharfe kurze Akzent er-
schien stattdessen gewöhnlich als Staccato-Strich (etwa  
jeweils auf der ersten Note einer Reihe aufeinander 
folgender 
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- Gruppen). Weniger starke Betonungen 
wurden als Gabeln wiedergegeben, die etwas länger 
waren als das moderne Zeichen > und stets unter der 
Note standen, wie in op. 27 Nr. 1 I  4 (= 24/8 etc.). Bis-
weilen wurden sie sogar noch länger gezogen und 
erinnern an Diminuendo-Gabeln: Dies sind die klas-
sischen Schubert-Gabeln, die in op. 27 allerdings nicht 
begegnen. Siehe die Anmerkung zu op. 27 Nr. 1 I I I  3; 
die richtige Notation dieser Stelle bereitet heute spe-
zielle Probleme.

Punkte und Striche
Beethoven, so behauptete Gustav Nottebohm (Beetho-
veniana, Leipzig 1872, S. 107–125), habe zwischen Stac- 
cato-Punkten und -Strichen peinlich genau unterschie-
den. Nottebohm stützte sich hierbei auf zwei wichtige 
Belege, einmal (S. 107–109) auf Beethovens zahlreiche 
Korrekturen im Erstaufführungsmaterial zum Alleg-
retto der Symphonie Nr. 7 op. 92, nämlich       
(etc.), zum anderen auf einen Brief Beethovens vom 
15. August 1825 an Karl Holz (Ludwig van Beethoven, 
Briefwechsel. Gesamtausgabe, hrsg. von Sieghard Bran-
denburg, Bd. 6, München 1996, Nr. 2032) mit der ein-
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Œ seien nicht das- 
selbe. Indessen sind Beethovens Anweisungen hin-
sichtlich der Unterscheidung dieser beiden Zeichen 
absolut eindeutig: Seine Staccato-Zeichen sollen stets 
als Striche wiedergegeben werden, außer solchen un-
ter Bögen in der Bedeutung von Portato, die selbstver-
ständlich als Punkte zu notieren sind. Dieses Prinzip 
bereitet weder Probleme noch macht es Ausnahmen 
notwendig; entsprechend haben wir uns strikt daran 
gehalten.

Frühe Ausgaben sind diesbezüglich allerdings voll-
kommen uneinheitlich, sodass aus dem Vorkommen 
des einen oder des anderen nichts geschlossen wer-
den kann. Beispielsweise ist E bei op. 27 Nr. 1 fast 
durchgehend korrekt (obwohl das Portato in I  13 –14 
im Druck mit Strichen bezeichnet ist), bei op. 27 Nr. 2 
sind dagegen, trotz Beethovens Striche in A, nahezu 
alle Staccato-Zeichen in E als Punkte wiedergegeben, 
sogar an dem aufschlussreichen locus classicus in I I I  
91–93. Dort werden, parallel zum anschwellenden Cre- 
scendo, Beethovens Striche allmählich länger – ein 
schlagendes Beispiel dafür, dass seine Art zu notieren 
üblicherweise die Stimmung der Musik widerspiegelt.
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XVI

ZUR AUFFÜHRUNGSPRAXIS

Die Regeln und Konventionen im Bereich der Notation 
bieten für eine Aufführung getreu der Intention des 
Komponisten lediglich ein Hilfsgerüst. Jeder Kompo-
nist entwickelt eine Personalsprache, die der Spieler 
erlernen muss, und jede musikgeschichtliche Epoche 
besaß eigene Normen, die allgemein verstanden (und 
somit nicht notiert) wurden, heute jedoch rekons-
truiert werden müssen. Dies kann leidenschaftliche 
Auseinandersetzungen zur Folge haben: Angesehene 
Künstler haben oftmals gleichermaßen diametral ent- 
gegengesetzte wie absolut unbeugsame Überzeugun-
gen hinsichtlich dessen, was ein Komponist beabsich-
tigt haben muss. Von musikwissenschaftlicher Seite 
wird wiederholt reklamiert, Antworten auf die bren-
nendsten Fragen zu haben, indem geradezu triumphie-
rend aus dieser oder jener Abhandlung zitiert wird;  
doch oft genug liefert die Musik selbst diejenigen Be-
funde, durch die eine vermeintlich maßgebliche Re-
gel wieder in Zweifel gezogen wird. In solchen Fällen 
bleibt uns nur, auf die verschiedenen Streitpunkte auf-
merksam zu machen, damit der Interpret zumindest  
darüber nachdenken kann, bevor er künstlerische Ent- 
scheidungen trifft.

Instrumente und Tonumfang
Eine Klavierkomposition von Beethoven auf einem mo- 
dernen Pianoforte aufzuführen entspricht in gewisser 
Weise der Transkription eines Stücks, das ursprüng-
lich für ein gänzlich anderes Instrument konzipiert 
war. Dieses hatte einen leichteren Anschlag, eine kla- 
rere Tonansprache, und sein Klang war deutlich schwä- 
cher, insbesondere im hohen Register. Die Hämmer 
waren mit Leder bezogen und nicht mit Filz wie bei 
modernen Instrumenten, der Rahmen bestand aus 
Holz, nicht aus Metall. Darüber hinaus war der Tasten-
tiefgang geringer, wodurch Effekte wie die Oktaven-
Glissandi in der Coda der „Waldstein“-Sonate op. 53, 
die für den Spieler eines modernen Instruments so 
problematisch sind, durchaus möglich waren.

Zu Beethovens Zeit unterlag das Klavier einem Pro- 
zess andauernder Weiterentwicklung, doch war der 
Komponist niemals vollkommen zufrieden mit den 
Klavieren, die ihm zur Verfügung standen. Auslöser 
besonderer Frustration im Hinblick auf seine frühen 
Instrumente war deren beschränkter Umfang von fünf  
Oktaven (f3–f 2 ),1 der seit der Zeit von Haydn und Mo-

1 Zur Angabe der Tonhöhen siehe im Critical Commentary den 
Abschnitt ‚Signs and conventions‘, S. 39.

zart Standard war. Während Mozarts Klaviermusik 
selten den Eindruck vermittelt, dass der Tonumfang 
ein kompositorisches Hindernis darstellte, so gilt dies 
ohne Frage für Beethoven, der sich an diesen Grenzen 
stets abmühte, vor allem am oberen Ende der Tastatur. 
Für den Spieler eines modernen Klaviers ist es wichtig 
sich klarzumachen, dass in Beethovens frühen Kla-
vierwerken der Spitzenton f2 (der heute vollkommen 
selbstverständlich erscheint) gelegentlich eine Art 
Trotzgebärde darstellt, zum Beispiel in den Klavier-
sonaten op. 2 Nr. 1 IV  17–20, op. 7 IV  68 –70/8 –9 und 
(vor allem) im Klavierkonzert Nr. 1 op. 15 I  172.

1803 erhielt Beethoven einen fünfeinhalb Oktaven 
umfassenden Flügel von Érard zum Geschenk, der bis  
zum c3 reichte; von da an (op. 53) wuchs der Tonumfang  
ständig, bis Beethoven 1825 den neuesten von Graf in 
Empfang nahm, ein sehr viel schwereres, lauteres und 
größeres Instrument, das ihn schließlich mit einem 
Gesamtumfang von sechseinhalb Oktaven (c3–f 3 ) zu-
frieden zu stellen vermochte.

Letztlich drängt sich das Gefühl auf, dass Beetho-
ven nicht für einen spezifischen Klaviertypus schrieb, 
sondern für ein Idealinstrument mit grenzenlosen 
Möglichkeiten: Neben Klängen, die eindeutig orches-
tral gedacht waren, enthalten die Sonaten Effekte, die 
auf keinem Tasteninstrument hervorgebracht werden 
können, namentlich ein Crescendo auf einem ausge-
haltenen Ton wie in op. 7 I I  39, op. 14 Nr. 1 I I  62 und 
op. 81a I  252–253.

Pedalgebrauch
Nach Aussage Czernys verwendete Beethoven die 
„Pedale […] sehr häufig, weit mehr, als man in seinen 
Werken angezeigt findet“,2 und man kann annehmen, 
dass die Hinweise, die er ausdrücklich gab, an Stellen 
erfolgten, an denen der Einsatz des Pedals entweder 
nicht selbstverständlich oder schlichtweg Geschmack-
sache war. Beethovens früheste Anweisungen zum 
Dämpferpedal begegnen in sechs in den Jahren 1801 
bis 1802 veröffentlichten Werken, dem C-Dur-Konzert 
op. 15, dem Quintett op. 16 und den Sonaten op. 26 –28. 
Hierbei nutzte der Komponist, um das Drücken bzw. 
Loslassen des Pedals zu markieren, die Anweisungen 
senza sordino und con sordino. Trotz der Sperrigkeit des 
Systems war Beethoven durchaus in der Lage, genaue 

2 Carl Czerny, Anekdoten und Notizen über Beethoven. Über den 
richtigen Vortrag der sämtlichen Beethoven’schen Klavierwerke, hrsg.  
von Paul Badura-Skoda, Wien 1963, S. 22.
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Angaben über Anwendung und Nichtanwendung des 
Pedals zu machen, etwa an Stellen wie dem Beginn 
des Finales der Sonate op. 27 Nr. 2, wo das anfängli-
che Wirbeln der aufsteigenden Arpeggien con sordino 
zu spielen ist, so dass die ‚schaukelnde‘ Staccatofigur 
in der linken Hand, die die Begleitung bildet, deutlich 
hervortreten kann, während die explosiven, die Ar-
peggien unterbrechenden Akkorde mit senza sordino 
bezeichnet sind. Jene Anweisung führt ein kurzzei-
tiges Vibrieren des Klaviers herbei und verleiht den 
Akkorden größeres Gewicht.

Eine weitere bemerkenswerte Pedalvorschrift findet  
sich in den Takten 163–166 mit ihren weitläufigen Ar- 
peggien in zwei parallelen Taktpaaren. Das erste wird 
con sordino gespielt, das zweite dagegen mit aufge-
hobenen Dämpfern. Wiederum erhält hierdurch der  
zweite Teil dieser stürmischen Passage größeren Nach- 
druck, und dieser wird dadurch noch zusätzlich un-
terstrichen, indem die Notenwerte des abschließen-
den Arpeggios im Vergleich zu den vorhergehenden 
verdoppelt sind.

Die Spielanweisung, die Beethoven an den Anfang 
des berühmten Adagios seiner „Mondscheinsonate“ 
stellte – „Si deve suonare tutto questo pezzo delica-
tissimamente e senza sordino“ – mag uns an den ent- 
sprechenden Zusatz zum Finale des Streichquartetts 
op. 18 Nr. 6 erinnern: „Questo pezzo si deve trattare 
colla più gran delicatezza“. Während jene Anweisung 
beim Quartett einige geradezu bedrohlich wirkende 
Akkorde im forte, in einem Fall sogar im fortissimo, un-
berührt lässt, wird die Ruhe in der Klaviersonate nicht 
unterbrochen, und die Vorschrift senza sordino, die den 
Spieler zum durchgehenden Aufheben der Dämpfung 
auffordert, trägt zur düsteren und geheimnisvollen At-
mosphäre der Musik bei. Gerade diese Angabe führt  
zu gewissen Kontroversen: War es Beethovens Absicht,  
dass der Spieler im Wortsinn das Pedal vom Beginn 
bis zum Ende des Stücks gedrückt hält, oder mein-
te er einfach nur, dass man durchgehend vom Pedal 
Gebrauch machen sollte? In der Tat mochte Beetho- 
ven den Klang ineinander fließender Harmonien; man  
braucht sich nur an die bekannten nebelartigen Klän-
ge im Rondothema der „Waldstein“-Sonate op. 53 zu 
erinnern, die geschrieben wurde, nachdem der Kom-
ponist seine Pedalangaben vereinfacht und präziser 
gestaltet hatte. Zur Zeit der „Mondscheinsonate“ hin- 
gegen hätte ihm seine Methode, selbst wenn er es an-
gestrebt hätte, nicht erlaubt, jene Art des „Auf-und-
Ab“-Pedalisierens anzuzeigen – zuweilen mit einem 
Pedalwechsel bei jeder Zählzeit –, wie er für die Mu-
sik von Komponisten wie etwa Chopin üblich wurde. 

Selbst wenn es Beethovens Absicht war, dem Spieler 
eine wortwörtliche Befolgung der Vorgabe zum Kopf-
satz der „Mondscheinsonate“ nahezulegen und das 
ganze Stück mit dauerhaft gehobenen Dämpfern spie-
len zu lassen (schließlich beharrte er so nachdrücklich 
auf dem zu erzielenden Effekt, dass er die Anweisung 
zwischen den Notenzeilen am Anfang mit den Worten  
sempre pp e senza sordino wiederholte), so müssen In-
terpreten, die ein modernes Instrument mit weniger 
scharfem Klang und größerer Tragkraft des Tons nut-
zen, sicherlich eine gewisse Vorsicht walten lassen. Eine  
ähnliche Vorschrift wandte Schubert noch im Jahre 
1823 in seinem bekannten Deutschen Tanz D 783 Nr. 7  
an, die den Pianisten anweist, „mit erhobener Dämp-
fung“ zu spielen. Ein durchgängig gehaltenes Pedal 
konnte Schubert nicht im Sinn gehabt haben – nicht 
zuletzt deshalb, da das Stück in zwei unterschiedli-
che, jeweils zu wiederholende Hälften zerfällt.

Tempo
Das schwierige und allbekannte Problem der Beet-
hoven’schen Metronomangaben spielt in den Klavier-
sonaten eine nicht gar so ärgerliche Rolle wie sonst. Die 
einzige Sonate, die er mit Metronomzahlen versah, ist 
op. 106 – freilich ist das unwahrscheinlich schnelle  = 
138 beim ersten Satz eine der umstrittensten Angaben 
überhaupt. Konkrete Hinweise auf die Unzuverlässig-
keit der Metronomangaben liefern Einspielungen einer  
Vielzahl späterer Komponisten, deren Tempo oft außer- 
ordentlich stark von dem abweicht, was in den Aus-
gaben abgedruckt ist. Tatsächlich wird jeder, ob Kom-
ponist, Ausführender oder Notenschreiber, der abge-
schottet und bequem an seinem Schreibtisch sitzend 
Metronomangaben festlegt, erbarmungslos in die Falle  
tappen und versäumen, der Musik den Raum zuzuge-
stehen, den sie tatsächlich braucht, um ‚atmen‘ zu kön-
nen. Welcher Spielraum sich ergibt, hängt vom Cha-
rakter des Stücks ab; manche Metronomangaben sind 
mithin realisierbar, andere nicht. So sehr es wie eine 
fromme Verpflichtung erscheinen mag – es wäre naiv 
und sinnlos zu versuchen, Beethovens Metronom-
angaben buchstabengetreu Folge zu leisten. Spätere 
Autoritäten wie Czerny (der ja Schüler Beethovens war)  
und Moscheles haben versucht, Empfehlungen für die 
Tempi sämtlicher Sonaten zu geben, doch sind diese 
ebenso problematisch und obendrein beunruhigend 
weit entfernt vom Komponisten selbst.

Im Gegensatz hierzu können wir von den Eigen-
schaften der Instrumente aus Beethovens Zeit viel 
lernen. Das Faktum, dass sowohl Tasten- als auch 
Streichinstrumente weniger kräftig waren als unsere 
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XVIII

heutigen, unterfüttert die Ansicht, dass im Lauf des 
20. Jahrhunderts die Tempi, insbesondere in langsa-
men Sätzen, tendenziell zu langsam oder gar schwüls-
tig gewählt wurden.

Dynamik
Beethovens Musik ist durch und durch dramatisch, 
insofern sind dynamische Angaben von allergrößter 
Bedeutung. Wo einem f ein ff oder einem p ein pp folgt,  
ist der Unterschied zwischen beiden so deutlich wie 
möglich zu gestalten. Halbherziges interessierte Beet-
hoven zudem wenig; mf findet man in seinen Werken  
selten, mp so gut wie gar nicht (op. 111 I  22). In ähn-
licher Weise gilt, dass dort, wo die Angabe pp cresc. 
vermeintlich nur zu p führt (op. 57 I  238), der gefor-
derte Effekt stattdessen stets ein molto cresc. mit an-
schließendem subito p ist. Der scharfe Akzent sf ist 
bei Beethoven so verbreitet, dass er bei einer Reihe 
von mehreren sf-Noten manchmal quasi als Faulenzer 
abkürzend ein bloßes f notiert, wodurch es zu Unklar-
heiten kommen kann (op. 57 I I  50 – 62). In den frühen 
Kompositionen begegnet recht häufig ein rinf. (op. 13 
I I  70–72), das sich auf eine ganze Notengruppe (oder 
Phrase) bezieht. In den späteren Werken findet diese 
Anweisung sehr viel weniger Verwendung; Beetho-
ven notierte stattdessen gelegentlich sforzato (op. 73 I  
192). Es gibt einen konkreten Unterschied zwischen 
sf, sfp und fp: Die ersten beiden bezeichnen einen 
Akzent, wobei die vorherrschende Dynamik nach sf 
unverändert bleibt, nach sfp aber zu p wechselt. Die 
Angabe fp zeigt ein Forte an, das schlagartig ins p fällt 
und dort bleibt. In seinen Klaviersonaten verwendete 
Beethoven an keiner Stelle ein fff, wohingegen ein ppp 
gelegentlich vorkommen kann.

Die Bezeichnungen dolce und cantabile behandelte 
Beethoven als eigenständige dynamische Angaben; in- 
sofern beeinträchtigt das in neueren Ausgaben oft hin- 
zugesetzte p deren Charakter.

Artikulation
Bindebögen und Staccato-Angaben werden im Vorwort  
(vgl. dort) ausführlich diskutiert, doch seien einige wei- 
tere Beobachtungen hier angeführt. Ein wichtiges Prin- 
zip in der Musik dieser Zeit war, wiederholte Noten 
selbstverständlich non legato auszuführen, so dass in 
diesen Fällen Staccato-Zeichen überflüssig waren; an 
Stellen wie in op. 26 I  88–90/98–102 und op. 53 I I I  204–
208 wird dieselbe Staccato-Ausführung wie in den vor- 
hergehenden Takten als gegeben vorausgesetzt. Wenn 
gelegentlich Tonrepetitionen mit Staccato-Zeichen ver-
sehen sind, dann sind diese noch kürzer zu nehmen  

als beim Non-legato-Spiel (op. 31 Nr. 1 I I  41–47).
Aus dem Zusammenhang heraus ist klar, dass für 

Beethoven, wie auch für Mozart, ein Staccato-Strich 
zugleich eine Art Akzent implizierte. Bisweilen ist ein 
Staccato-Strich über einer Note platziert, die an die 
nächst folgende angebunden ist (Mozart, Symphonie 
Nr. 40 KV  550 I I  20; Beethoven, Symphonie Nr. 6 I I I  
91 Oboe), oder es können auch Striche zur jeweils 
ersten Note einer Gruppe hinzugefügt sein (op. 53 I  
280 –281, op. 109 I I I  169 –171).

Häufig führte Beethoven Bögen (op. 13 I I I  1 LH), 
Staccato-Striche (op. 27 Nr. 2 I I I  137) oder Portato-An-
weisungen (op. 22 I I  2) gleichsam als Generalanwei-
sung ein und ließ die folgenden Takte unbezeichnet. 
An solchen Stellen setzte er voraus, dass der Ausfüh-
rende wusste, dass das entsprechende Artikulations-
modell weiterhin anzuwenden war.

Akzente
Der heute gebräuchliche, mittig über der Note plat-
zierte kurze und scharfe Akzent (>) wurde zu Beetho-
vens Zeit kaum verwendet; ein frühes Beispiel für den 
ausgedehnten Gebrauch ist Mendelssohns Oktett aus 
dem Jahr 1825. Beethoven notierte stattdessen kurze 
Gabeln dieser Art fast immer unterhalb der Note, so 
dass sie dem modernen Ausführenden verwirrender-
weise wie ein Diminuendo erscheinen können (das die  
vorherrschende Lautstärke mindern würde). Aus die-
sem Grund ist das Zeichen in anderen Ausgaben (sogar 
solchen mit Urtext-Anspruch) in einen modernen Ak-
zent rückverwandelt, wodurch sich freilich der musi-
kalische Aussagegehalt unterschwellig ändert. Wahr- 
scheinlich sollte das Zeichen ein wenig sanfter (bei-
spielsweise im Sinne einer Betonung) als ein moderner 
Akzent ausgeführt werden, etwa in der Art wie die 
bekanntermaßen ebenfalls irreführenden und doch so  
charakteristischen Gabeln bei Schubert. Wir haben Beet- 
hovens Notierungsweise unverändert übernommen, 
wobei auf sämtliche eventuell mehrdeutige Stellen im 
jeweiligen Vorwort hingewiesen wird.

Triller und andere Verzierungen
Im Hinblick auf die Interpretation von Beethovens 
Werken ist dies zweifellos der umstrittenste Bereich. 
Einige Experten behaupten, dass C. P. E. Bachs Versuch 
über die wahre Art das Clavier zu spielen (Teil 1, Berlin 
1753), den Beethoven sicherlich besaß und gelesen hat, 
als maßgeblicher Bezugstext zu sehen ist; dagegen be- 
stehen andere darauf, dass Hummels Ausführliche theo-
retisch-practische Anweisung zum Piano-Forte-Spiel, 1828  
erschienen und somit Beethovens Musik zeitlich nä-
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heutigen, unterfüttert die Ansicht, dass im Lauf des 
20. Jahrhunderts die Tempi, insbesondere in langsa-
men Sätzen, tendenziell zu langsam oder gar schwüls-
tig gewählt wurden.

Dynamik
Beethovens Musik ist durch und durch dramatisch, 
insofern sind dynamische Angaben von allergrößter 
Bedeutung. Wo einem f ein ff oder einem p ein pp folgt,  
ist der Unterschied zwischen beiden so deutlich wie 
möglich zu gestalten. Halbherziges interessierte Beet-
hoven zudem wenig; mf findet man in seinen Werken  
selten, mp so gut wie gar nicht (op. 111 I  22). In ähn-
licher Weise gilt, dass dort, wo die Angabe pp cresc. 
vermeintlich nur zu p führt (op. 57 I  238), der gefor-
derte Effekt stattdessen stets ein molto cresc. mit an-
schließendem subito p ist. Der scharfe Akzent sf ist 
bei Beethoven so verbreitet, dass er bei einer Reihe 
von mehreren sf-Noten manchmal quasi als Faulenzer 
abkürzend ein bloßes f notiert, wodurch es zu Unklar-
heiten kommen kann (op. 57 I I  50 – 62). In den frühen 
Kompositionen begegnet recht häufig ein rinf. (op. 13 
I I  70–72), das sich auf eine ganze Notengruppe (oder 
Phrase) bezieht. In den späteren Werken findet diese 
Anweisung sehr viel weniger Verwendung; Beetho-
ven notierte stattdessen gelegentlich sforzato (op. 73 I  
192). Es gibt einen konkreten Unterschied zwischen 
sf, sfp und fp: Die ersten beiden bezeichnen einen 
Akzent, wobei die vorherrschende Dynamik nach sf 
unverändert bleibt, nach sfp aber zu p wechselt. Die 
Angabe fp zeigt ein Forte an, das schlagartig ins p fällt 
und dort bleibt. In seinen Klaviersonaten verwendete 
Beethoven an keiner Stelle ein fff, wohingegen ein ppp 
gelegentlich vorkommen kann.

Die Bezeichnungen dolce und cantabile behandelte 
Beethoven als eigenständige dynamische Angaben; in- 
sofern beeinträchtigt das in neueren Ausgaben oft hin- 
zugesetzte p deren Charakter.

Artikulation
Bindebögen und Staccato-Angaben werden im Vorwort  
(vgl. dort) ausführlich diskutiert, doch seien einige wei- 
tere Beobachtungen hier angeführt. Ein wichtiges Prin- 
zip in der Musik dieser Zeit war, wiederholte Noten 
selbstverständlich non legato auszuführen, so dass in 
diesen Fällen Staccato-Zeichen überflüssig waren; an 
Stellen wie in op. 26 I  88–90/98–102 und op. 53 I I I  204–
208 wird dieselbe Staccato-Ausführung wie in den vor- 
hergehenden Takten als gegeben vorausgesetzt. Wenn 
gelegentlich Tonrepetitionen mit Staccato-Zeichen ver-
sehen sind, dann sind diese noch kürzer zu nehmen  

als beim Non-legato-Spiel (op. 31 Nr. 1 I I  41–47).
Aus dem Zusammenhang heraus ist klar, dass für 

Beethoven, wie auch für Mozart, ein Staccato-Strich 
zugleich eine Art Akzent implizierte. Bisweilen ist ein 
Staccato-Strich über einer Note platziert, die an die 
nächst folgende angebunden ist (Mozart, Symphonie 
Nr. 40 KV  550 I I  20; Beethoven, Symphonie Nr. 6 I I I  
91 Oboe), oder es können auch Striche zur jeweils 
ersten Note einer Gruppe hinzugefügt sein (op. 53 I  
280 –281, op. 109 I I I  169 –171).

Häufig führte Beethoven Bögen (op. 13 I I I  1 LH), 
Staccato-Striche (op. 27 Nr. 2 I I I  137) oder Portato-An-
weisungen (op. 22 I I  2) gleichsam als Generalanwei-
sung ein und ließ die folgenden Takte unbezeichnet. 
An solchen Stellen setzte er voraus, dass der Ausfüh-
rende wusste, dass das entsprechende Artikulations-
modell weiterhin anzuwenden war.

Akzente
Der heute gebräuchliche, mittig über der Note plat-
zierte kurze und scharfe Akzent (>) wurde zu Beetho-
vens Zeit kaum verwendet; ein frühes Beispiel für den 
ausgedehnten Gebrauch ist Mendelssohns Oktett aus 
dem Jahr 1825. Beethoven notierte stattdessen kurze 
Gabeln dieser Art fast immer unterhalb der Note, so 
dass sie dem modernen Ausführenden verwirrender-
weise wie ein Diminuendo erscheinen können (das die  
vorherrschende Lautstärke mindern würde). Aus die-
sem Grund ist das Zeichen in anderen Ausgaben (sogar 
solchen mit Urtext-Anspruch) in einen modernen Ak-
zent rückverwandelt, wodurch sich freilich der musi-
kalische Aussagegehalt unterschwellig ändert. Wahr- 
scheinlich sollte das Zeichen ein wenig sanfter (bei-
spielsweise im Sinne einer Betonung) als ein moderner 
Akzent ausgeführt werden, etwa in der Art wie die 
bekanntermaßen ebenfalls irreführenden und doch so  
charakteristischen Gabeln bei Schubert. Wir haben Beet- 
hovens Notierungsweise unverändert übernommen, 
wobei auf sämtliche eventuell mehrdeutige Stellen im 
jeweiligen Vorwort hingewiesen wird.

Triller und andere Verzierungen
Im Hinblick auf die Interpretation von Beethovens 
Werken ist dies zweifellos der umstrittenste Bereich. 
Einige Experten behaupten, dass C. P. E. Bachs Versuch 
über die wahre Art das Clavier zu spielen (Teil 1, Berlin 
1753), den Beethoven sicherlich besaß und gelesen hat, 
als maßgeblicher Bezugstext zu sehen ist; dagegen be- 
stehen andere darauf, dass Hummels Ausführliche theo-
retisch-practische Anweisung zum Piano-Forte-Spiel, 1828  
erschienen und somit Beethovens Musik zeitlich nä-
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herstehend, relevanter sei. Problematisch ist, dass das 
Ausmaß der Unterschiede zwischen beiden Texten 
hinsichtlich der Verzierungen immens ist. Während 
C. P. E. Bach (und andere im 18. Jahrhundert) versicher-
ten, dass Triller mit der oberen Note beginnen und 
Vorschläge lang und auf den Schlag gespielt werden 
sollen, war dies 1830 keinesfalls Pflicht: Triller starte-
ten nun vermehrt mit der Hauptnote und Vorschlags-
noten wurden kurz und vor dem Schlag ausgeführt. 
Zweifellos lebte Beethoven in einer Übergangszeit, 
und so können wir mit Bestimmtheit nur sagen, dass 
manchmal das eine, manchmal das andere angemes-
sen ist. Gelegentlich schrieb Beethoven Vorschläge aus,  
etwa in op. 2 Nr. 3 I  78 – 83, mit Blick auf Takt 21 lässt 
uns dies dennoch im Dunkeln. Mit anderen Worten: 
Wenn Beethoven einen Vorschlag notiert, bleibt noch 
immer unklar, ob er ein allgemeines Prinzip bestätigt 
(manchmal vielleicht aus dem Grund, dass ein Vor-
zeichen zu spezifizieren ist), oder ob er den Vorschlag 
ausschreibt, weil er dem allgemeinen Prinzip zuwider-
läuft. Ein besonders interessantes Beispiel für  einen  
mit der oberen Nebennote beginnenden Triller sei an-
geführt, weil darin kein anderer Hintergedanke ver-
borgen sein kann: Es handelt sich um das Trio in B-Dur  
WoO 39 (1812), das Beethoven für die 12-jährige Ma-
ximiliane Brentano komponierte und, um der kleinen 
„Maxe“ zu helfen, zu jeder Note einen Fingersatz 
setzte: In Takt 8 ist der Triller c– d (der überdies melo-
disch über d erreicht wird!) in einer Weise bezeichnet, 
die keine Fragen offen lässt. Dies als Prinzip auf alle 
Werke Beethovens zu übertragen, würde freilich zu 
einigen äußerst unbequemen Momenten führen, bei-
spielsweise im Klavierkonzert Nr. 3 I  193 –196 oder im 
Violinkonzert I I I  269 –309.

In gleichem Maße kontrovers werden auch Nach-
schläge diskutiert. Einige Experten bestehen darauf, 
dass jeder Triller mit einem Nachschlag abzuschlie-
ßen ist, Andere behaupten, ein Nachschlag solle nur 
dann gespielt werden, wenn er auch notiert ist, Dritte 
schließlich gestatten diesbezüglich mehr Freiheit in 
Abhängigkeit vom jeweiligen Kontext. Uns bleibt mit-
zuteilen, dass sich die ‚Jury‘ in dieser Frage mit einer 
Entscheidung noch zurückhält und der Interpret sein 
eigenes künstlerisches Urteilsvermögen aktivieren 
muss.

Wiederholungen
Auch hierbei besteht im Expertenkreis keine Einigkeit 
darüber, ob innerhalb der Exposition alle notierten 
Wiederholungen tatsächlich auszuführen sind; bezüg- 
lich der Wiederholungen im zweiten Teil bestehen noch  
größere Zweifel. Die Anweisung Minuetto da capo senza 
replica jeweils nach dem Trio in op. 10 Nr. 3, in op. 22 
und 26 macht (zusammen mit weiteren Indizien) je-
doch deutlich, dass Beethoven da, wo er schlicht Me-
nuetto D.C. (op. 2 Nr. 1 etc.) schrieb, davon ausgehen 
konnte, dass im Gegensatz zur heute üblichen Praxis 
die Wiederholungen im Da capo so ausgeführt wur-
den wie beim ersten Durchgang. Unter den Musikern 
unserer Zeit herrscht jedoch eine solch große Unlust, 
dieses Prinzip auch wirklich zu befolgen, dass man 
sich ernsthaft fragen muss, ob vielleicht verschiedene 
Zeitalter unterschiedliche Lösungen erfordern.

Jonathan Del Mar und Misha Donat
(Übersetzung: Axel Beer und Gudula Schütz)
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Sonata quasi una Fantasia
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1.  The system of pitch notation adopted simply indicates the 
number of whole octaves higher than middle c (c0).  As-
cending in fifths, then, we have g0, d1, a1, e2; descending, 
f1, b@ 2.  Upper case (capital) letters are only used to denote 
sources.

2. Notes are counted including tied notes (e.g. n.2 may be 
tied to n.3), but excluding grace notes.  In the case of a 
chord at, say, n.3, the top note is n.3a, then n.3b, and so 
on.  If on the other hand the writing is more contrapun-
tal, the entire upper line may be designated RHa, the 
lower RHb. 

Explanation of some signs and conventions  
used in the Critical Commentary

3. Vers.I indicates an original version, subsequently revised.  
Vers.II may then signify either the final version, or an in-
termediate one later altered to the final version (Vers.III).

4. LvB = in Beethoven’s handwriting.
5. 81– 4 = 81 to (through) 84
 81/4 = 81 and 84
 Therefore: 95 – 6 = both 95 and 96
 But: 95/6 = one marking (e.g. a slur) that starts in 95 and 

finishes in 96.
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A
Autograph score, possibly used as Stichvorlage for E (or there 
may have been a copyist’s score in between), lost since Beet-
hoven’s lifetime.  The only surviving authentic source for the 
work is therefore:

E
First Edition, published by Giovanni Cappi, Vienna in March 
1802 (Pl. No.878).  Unusually, the name of the engraver (Joh. 
Schäfer) appears on the first page of music.  In the earliest copies, 
both the plate number and even the publisher’s name are  absent; 

otherwise, the first regular ones give the publisher’s address 
as Piazza di St Michele No.5, while in later ones the numbering 
has changed to No.4, and still later copies read simply In Vienna 
presso Gio. Cappi without any address.  Several copies of E have 
been examined, from early ones without the publisher’s name 
or plate number to late Titelauflagen with no address; in all, the 
musical text is identical.

Given the loss of A, we are fortunate that E was prepared 
with admirable care; no obvious wrong notes are evident, nor 
even clear omissions of dynamics as is the case in E of op.27 
no.2.

Sources

op.  27 no.  1

A
Autograph score in oblong format (21½ × 22½ cm), housed in 
the Beethoven-Haus, Bonn (shelf mark BH 60).  The manuscript 
is all sewn together rather delicately, with no binding.  There 
are today 16 folios; at an early date (at least by 1830) the first 
and last pages, containing the first 13 bars of I and just the last 
3 bars of III, were detached and are now lost.  The pagination, 
added somewhat later in red ink, therefore reads 1–32.  Two 
pages (2 = I 27–36, 29 = III 161– 6) are entirely Vers.I; a fresh page 
was in each case originally stitched on top (now opened up), 
whose verso (pp.3, 28) is of course blank.

The manuscript is written in Beethoven’s usual dark-brown 
ink, and includes many revisions and corrections, with some 
whole bars crossed out and replaced.  The pedal markings in III 
were evidently added later; they are in very light brown ink, 
and the ink-stroke is much thicker than in the remainder.  Es-
sentially A gives us the final text of the work; only one material 
revision came later (dynamics in I 27– 8), but one note in II 19 is 
obviously wrong in A and remains in question, while III 163 – 6 
has no slurs in A, probably added by Beethoven later.

A facsimile of A, also including six pages of sketches, was 
published by Universal Edition in 1921 with a preface by Hein-
rich Schenker.  A new and beautiful colour facsimile, with ten 
pages of sketches, was published in 2003 by the Beethoven-
Haus, Bonn in two volumes; the second contains a facsimile 
of E and a commentary by Michael Ladenburger.  Curiously 
both facsimiles have virtues and drawbacks: the 1921 is printed 
in uniform black so that light markings (e.g. pedal in III 7) 
show up perfectly clearly, but the slur in I 48 is hardly there at 
all and ink smears in III 143 obscure the notes entirely; the 2003 

op.  27 no.  2

reflects the colour intensity more faithfully, but light-coloured 
markings are sometimes rather faint.

As Ladenburger says (commentary, p.66), there are three 
grounds on which we suspect that A was probably not the 
Stichvorlage for E, but there was a copyist’s score (B) in be-
tween.  Firstly, there are no publisher’s markings in A (as we 
would otherwise expect) corresponding to page-ends in E; sec-
ondly, it was uncommon for a publisher to return to Beethoven 
an autograph manuscript which he had supplied to them for 
use as Stichvorlage (the exception is op.57); finally, the only 
plausible explanation for the notation in E    in I 32 LH is 
that presumably there was in B a line-change at the half bar 
(cf. note on III 37).

E
First Edition, published by Giovanni Cappi, Vienna in March 
1802 (Plate No.879).  This time (cf. op.27 no.1) all known copies 
show the publisher’s name; otherwise, the three different pub-
lisher’s imprints are as above.  Again copies with each  different 
title-page have been examined, but all show the identical musi-
cal text.

Numerous corrections to the plate are evidence of the care 
that was taken with the accuracy of the basic notes of the text, 
and very few wrong notes remain.  But some slurs and a fair 
quantity of dynamics are simply missing in E, while more worry-
ing are a few additions which seem likely to derive only from 
the publisher, without Beethoven’s personal involvement: an 
odd slur in I 30 (simply error, perhaps), staccato in III 110/33, 
note-grouping in III 186, and (most seriously) the note in II 19.  
See notes on all these bars below.
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revision came later (dynamics in I 27– 8), but one note in II 19 is 
obviously wrong in A and remains in question, while III 163 – 6 
has no slurs in A, probably added by Beethoven later.

A facsimile of A, also including six pages of sketches, was 
published by Universal Edition in 1921 with a preface by Hein-
rich Schenker.  A new and beautiful colour facsimile, with ten 
pages of sketches, was published in 2003 by the Beethoven-
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in uniform black so that light markings (e.g. pedal in III 7) 
show up perfectly clearly, but the slur in I 48 is hardly there at 
all and ink smears in III 143 obscure the notes entirely; the 2003 
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reflects the colour intensity more faithfully, but light-coloured 
markings are sometimes rather faint.

As Ladenburger says (commentary, p.66), there are three 
grounds on which we suspect that A was probably not the 
Stichvorlage for E, but there was a copyist’s score (B) in be-
tween.  Firstly, there are no publisher’s markings in A (as we 
would otherwise expect) corresponding to page-ends in E; sec-
ondly, it was uncommon for a publisher to return to Beethoven 
an autograph manuscript which he had supplied to them for 
use as Stichvorlage (the exception is op.57); finally, the only 
plausible explanation for the notation in E    in I 32 LH is 
that presumably there was in B a line-change at the half bar 
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First Edition, published by Giovanni Cappi, Vienna in March 
1802 (Plate No.879).  This time (cf. op.27 no.1) all known copies 
show the publisher’s name; otherwise, the three different pub-
lisher’s imprints are as above.  Again copies with each  different 
title-page have been examined, but all show the identical musi-
cal text.

Numerous corrections to the plate are evidence of the care 
that was taken with the accuracy of the basic notes of the text, 
and very few wrong notes remain.  But some slurs and a fair 
quantity of dynamics are simply missing in E, while more worry-
ing are a few additions which seem likely to derive only from 
the publisher, without Beethoven’s personal involvement: an 
odd slur in I 30 (simply error, perhaps), staccato in III 110/33, 
note-grouping in III 186, and (most seriously) the note in II 19.  
See notes on all these bars below.
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3, 23 LH: slur only on basis 27, but also of course bar 1 
etc.; 65/9 may be assumed simile.

6 RH: n.3 double stems (2 + 2) in E, but probably insignif-
icant, adjusted on basis 30/4, 72.  See also III 5 – 6, 138.

6 LH: n.2 sf on basis 7, 30 –1, 72–3; rf in E, doubtless 
error.  Cf. III 206.

7 RH: n.3 sf on basis 31/5, 73/7; at 4th  in E, doubtless 
error.

7/8, 31/2, 35/6, 73/4 RHa: slurs inconsistent as our text in E, 
probably corrupted.  Some modern editions split 35/6, 
73/4 at barline, but still fails to match 7/8; any adjust-
ment could go either way.

8 RHb: n.5 – 6 slur on basis 32/6, 74.
8 LHb: slur above notes (!) in E, hence end not quite 

clear (could be n.4? see facsimile on p.36), but is prob-
ably n.5, cf. also continuous slur in RH.  See 32/6, 74 
below, however.

15/9 RHb: 15 last six notes slur clearly as our text in E, 
also on basis RH n.2–7 in both bars; 19 over to 20 n.1 
in E.

15 LH: n.5 sf on basis 19, and RH; f in E.
16, 20 RHa: slur to n.4 from 20 in E, also on basis LHa; 16 

almost to n.5 in E.  However, it could be argued that 
20’s slur in E was hampered by its placing between 
RHa and RHb (!) – though this itself was  unnecessary,  
for plenty of room above RHa.

17/8 LH: portato (to match 13/4) cannot be assumed, for 
this time no portato in RH, so the analogy is false.

24, 66 RH; 70 LH: n.2 hairpin on basis 4, 28.
26 –7 LH: n.1 stacc. in many modern editions, but not in 

E; since just this once RH is not portato, the analogy 
of 2–3, 22–3, 64(–5) is not compelling.

31 RHa: n.5 – 6 slur on basis 7 and 77 LH, also 35, 73.
32/6, 74 LHb: slur to n.4 (despite bar 8, q.v.) from 74 in E, where 

printed below notes, and clear; 32/6 above notes, end 
much vaguer (gives out around n.3) than 8, and since 
RH slur ≠ 8, no reason for LH to match 8, better to 
follow 74.

38, 40 LH: due to repeated notes, stacc. is not notated, 
though may be assumed.

39 f clearly at 39 n.1 in E (not 38 RH n.5 as in some 
editions).

71 LH: stacc. on basis 5, 29, 33, and 72.
78 LH: many modern editions add slur n.5 – 6 matching 

8, 32/6, 74 RH, possible; but the parallel 6ths there 
presuppose legato more than the horns-like falling 
5th here, so that the analogy is not compelling.

86 Beethoven generally did not notate pedal releases at 
end of movements; yet the way this is printed in E:  
/: senza Sordino :/ surely indicates specifically also 
the end of the instruction.

86 Final double bars here and at the end of II are thick 
in E, despite attacca.

op.27 no.1

I

II

Bar 1 is an upbeat bar; the strong bars are 2, 6, 10 etc.
41II n.2 no stacc. in E despite 55II; the two places are not 

wholly analogous, and the omission is surely cor-
roborated in 55I RH.

42– 4 Only RH stacc. in E; Beethoven quite often marked 
stacc. only in RH, and almost always it may be as-
sumed to apply also to LH.

54 –5 The only stacc. in E is as our text; some modern edi-
tions add more.  Similarly:

54II Some editions add p to match 54I, but the analogy 
is false; arguably, decresc. continues to 55II n.2 pp.

66 Placing of cresc. in E as our text, but almost certainly 
intended from beginning of bar.

72/3I LH: no ties or slur in E; apparently intentional, for 
both in RH are there.
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Symphony No.6 IV/V, Piano Concerto No.5 II/III or 
Quartet op.95 II/III.  A possible argument for regard-
ing the Adagio as a separate movement is the dif-
ferent key; but cf. Cello Sonata op.69 in A, III (intro-
duction in E).  Yet some would plead for that, too, 
to be a separate movement.  Either scheme, it seems, 
could be valid.

30, 111/96 RH: slur to n.5 from 30 in E and on basis 34 etc.; 111 
to n.4, 196 nothing.

30, 111/96 LH: slur to n.8 again from 30 in E; 111 to n.4, 196 
nothing.  (195/6 line-change in E; 195 slur into mar-
gin, nothing on new line.)

32, 113 RH: Nachschlag on basis 198 (and 28, of course).
34, 115, 200 Many editions place sf high in RH stave, possibly 

deriving from 34 in E; but in 115, 200 E supplies two 
sf, removing all possible doubt, hence this extended 
to 34.

38, 119 RH: n.4 stacc. only on basis 204.
52, 218 –21 LH: see note on II 42– 4.
58 – 60, 225 – 8 LH: a few slurs and one tie are missing in E, but 

so many are there that indubitably all were intended.
73/4, 75/6 LH: slurs (and 76 stacc.) on basis 241– 4.  In E 74 n.1 

stacc. is probably an error in place of the preceding 
slur.

76, 245 cresc. here in E as our text; some modern editions 
move 245 to 244 n.1, but the adjustment (assuming 
one is an error) could equally be made the other way.

108 LH: n.2–3 g b@ in E; sometimes altered to f g to match 
27, 193, but the variant here was necessary due to 
new RH 1st beat g2 which resolves on to a@2.  The 
present edition is perhaps the first to restore E’s 
double stems to this a@, showing the part-writing; 
the corrupt LH n.3 g makes consecutive unisons 
between tenor and bass.

108 RH: n.1–2 no slur in E, a further difference between 
this bar and 27, 193.

115 sf on basis 34, 200; fz in E (Beethoven never wrote fz).
123/5/8 – 9/31/6 –7/9/43 RH: no stacc. in E; the danger with add-

ing some in editorial brackets is that it leads to a 
domino effect.  Clearly some may in practice be as-
sumed simile; but others are more doubtful.

128 – 9 RH: n.3 no sf in E, to some extent assumed simile, 
but some impetus may be saved for 130/2 f.

138 RH: notated with double stems (n.1 3+1, n.2 2 + 2) in E, 
doubtless insignificant; 310 RH n.2, too.

142 RH: n.1 c in E, altered to c@ in most modern  editions 
(also by Brahms in his copy of E, in the Archiv der 
Gesellschaft der Musikfreunde, Vienna) purely due 
to LH n.4 c@; insufficient grounds for altering the text 
with any confidence.  On the contrary: if instead we 
accept n.1 c$ as the starting point, the change of har-
monic direction three  ’s later ( briefly to E@ minor, 
then a sideways jerk to E@ major = dominant of B@ 
minor) is no more startling than Bach Brandenburg 

1 RHb: n.2  on basis 282; ambiguous in E (long stem 
almost meets stem of n.2a).

3 LHa: n.2– 9 no slur in E (no room), but may certainly 
be assumed, as also 284.

3 In E the hairpins are printed – as usual before about 
1825 – beneath the notes, i.e. squeezed in between 
a@0/a@1 and f1/a@2.  The problem today with this nota-
tion is that to our eyes used to modern accents, they 
could be read as applying instead to the lower ’s.  
Hence our placing, but important to realise that these  
are to be read not as modern, sharp accents but 
rather as their forerunners, akin to the gentler stress 
of Schubert hairpins.  See Preface.

5 – 6 LH: notated with double stems in E (bar 5 perhaps 
2 + 1; but upper stems also reach down to g2!), surely 
insignificant.

6 RH: n.4 no stacc. in E; possibly error (cf. 22, 287, but 
these not wholly analogous, perhaps).

7, 10 Since E is our only source, its rf has been retained; 
but Beethoven never wrote rf (his notation for rinfor­
zando was always rinf.), which instead was a frequent 
engraver’s error for sf (see I 6, III 206).  The correct 
text could therefore be rinf., but most likely sf.

12 cresc. from LH n.3 in E, but doubtless merely in or-
der to avoid RHa n.2’s long stem (extending down 
to lower stave).

14 RH: n.2 no $ in E, but local tonality so firmly in E@ 
that it may be assumed.

15 decresc. at RH n.2 in E, doubtless intended from be-
ginning of bar.

20 Some modern editions slur RHa n.5 –7, possibly cor-
rect (cf. 285 LH), but in E slur here is below.

23 decresc. bit to right of RH n.8 in E, could be thought 
naturally = n.9 (like 22 cresc.), but cf. 288, clearly n.8 
in E.

23, 288 RH: slurs/ties in 23/4, slurs in 288/9 clearly and pre-
cisely notated in E.  We might conjecture that one is 
an error for the other (but then either could be cor-
rect), but there are two discrepancies (n.10 2-note/ 
3-note slur; n.12 tie/no tie), so more likely these are 
two independent phrases with different functions, 
not analogous.

26 RH: many modern editions print most notes as grace 
notes, but as our text in E.

26 Possible to consider the Allegro as a new  movement, 
as in op.53; a compelling reason for viewing all as 
one movement would seem to be the wording Tem-
po I in 282 (cf. Quartet op.18 no.6 IV); yet this falls 
in the face of Symphony No.5, return of III at IV 153.   
Even the change of key signature at the end of the 
Adagio is no evidence for continuation of the same 
movement; see especially op.109, also several such 
changes of key signature between movements in 
the middle of a line in Beethoven’s autograph, as 
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Concerto No.4 I 149, where Vl 1 n.2 g (despite 1.Fl 
n.6 g#) and 151 1.Fl, Vl 2 n.4 –5 f$ (despite Vla n.6 f#), 
or Mass in B minor Kyrie bar 18 1.Fl, 1.Ob n.1, 3 g# 
(despite VcB n.2 g$).  I am grateful to Julian Jacobson 
for pleading the case for the validity of the authen-
tic text.

149 LH: slur vague in E, some editions from n.2, but 
probably from n.1 with the new phrase.  Cf. Piano 
Concerto No.1 III 376.

161 RH: n.2 sf on basis 162– 4; f in E, but reduction in 
dynamic unlikely.

169 LH: n.3 stacc. on basis 173/7.
194 LH: Nachschlag on basis 28, 109.
206 RH: n.3 sf on basis 40 etc.; rf in E, certainly (as in I 6) 

error.
217 Both sf on basis 51; f  f in E.
218/20 RH: n.4 stacc. in E, omitted on basis 52– 4 (and 223, 

i.e. not 222 n.4), all clear and consistent in both hands 
that stacc. excludes upbeats.

223 – 4 n.4 f in E; some modern editions sf to match all other 
bars, but since these are two extra, inserted bars they 

are without exact analogy.  In 57– 61 the dynamic 
technically remains p (despite repeated reminders in 
58 – 9), but here the two new note-pairs 223/4, 224/5 
are an equally new, genuine f before the alternating 
sf p pattern resumes in 225/6 (= 57/8).

276 RH: the omission of f0 in n.1 may seem surprising, 
but is consistent with the new general sf and the new 
phrase starting from this point.

282 Curiously (possibly due to shortage of space), no in-
dication in E of the new 3/4 time signature.

283 cresc. here on basis 2, 18; above LH n.2 in E, but 
certainly only due to lack of space below RH n.2.

285 See 283; again, cresc. here on basis 4, 20; from 3rd  
in E.

285 LH: cf. 20 above; here (on the other hand) slur no-
tated as our text in E.

287 RH: n.4 stacc. is off-centre in E, but indubitably there.
291 RH: see 26 above; again many modern editions print 

only first note large, but as our text in E.
No final dynamic in E; perhaps 304 n.2 f is missing, or perhaps 
310 ff; either is the purest conjecture.

op.27 no.2

I

1–13 For these opening bars A is lost and our only source 
is E.

1 E reads sempre pianissimo e senza sordino.  Since senza 
sordino simply means  , this has been replaced (as 
throughout; see III 2 etc., and Preface) by the mod-
ern symbol 

5 – 6 etc. Beethoven took great trouble (or rather, insisted that 
the publishers take great trouble) to eliminate all am-
biguity and ensure that the final  is played after the 
last triplet .  E was originally engraved with the  final 
 often directly above  (surprisingly, also appar-
ently in 6, 24 where the two noteheads  overlapped), 
and the plate correction is clearly visible in 5 – 6, 
23 – 4, 60 –5 – though not 42–3/6 –7 where  remains 
slightly to left (!) of the last .  Presumably Beetho-
ven reckoned the principle was clearly enough es-
tablished.

8, 16/8 etc. Many slurs in E extend further to right than the last 
note, and in some modern editions this is perpetu-
ated (though never with any method or  consistency) 
as if it could in some way respect Beethoven’s wishes.   

The thinking seems to be that the slurs of RHa should 
also encompass RHb; but such dual-function slurs 
are foreign to his notational conventions, and there 
is no evidence in either A or E, such as clear slurs 
curving or pointing down more than usual in order 
to embrace the final triplet , that he wanted any such 
special effect.  Beethoven’s slurs in A are no different 
from those known throughout his oeuvre: they are  
drawn high above the melodic line to which they 
 refer, and frequently extend beyond the last note, as 
if he is always thinking forwards.  The fact that these 
mean nothing special or enigmatic, but are purely 
and simply the way Beethoven wrote, is apparent 
(in general) in many works where such slurs are fol-
lowed in the next bar by a rest, and (in this move-
ment) from equally long slurs whose function is pa-
tently normal, such as in 33/5 and the first slur in 67.

9 RH: editions generally add – , but in the sources 
these grammatical rests drop in and out (cf. 23, 42); 
slavish adherence to rules seems rather to vitiate 
the spirit of the work.
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12 RHb: with only a single source at our disposal, there 
can be no doubt that n.5 is b, though some prefer 
the astringent c$  ; see Irwin Fischer: A note in op.27 
no.2, Music & Letters (1951) pp.45 – 6.

16/8, 52/4 LH: slur rather vague in A (see facsimile on p.37; 
from n.2, perhaps, matching 28 –31?), and 16 hardly 
before n.2 in E; the strongest evidence in favour of 
n.1– 4 is 18, 52/4 in E where probably originally en-
graved n.2– 4, corrected in proofs back to n.1.

20 LH: n.1b d# (!) in both A,E, so patently an impossible 
error (the note was not even on Beethoven’s piano) 
that we have exceptionally allowed the correction 
to e# to stand without editorial brackets.

20/1 RHa: line-change in both A,E, hence slur  ambiguous 
(barwise, perhaps?), but cf. 7/8, 44/5, 49/50, probably 
one slur intended.

25 See facsimile on p.37; due to mixed alignment in A, 
possible (by reading only RHb) to misread placing 
of cresc., but certainly intended from LH n.1.

25 LH: typically (see 8 etc. above) long slur almost to 26 
n.1 in A, but certainly assumed and intended to n.3 
(like RH), as in E.

27/8 decresc. p from E, evidently Vers.III (LvB in B); nei-
ther (= Vers.II) is in A, while Vers.I 27 n.1 p (subito! 
see 49 below) is on an earlier, superseded page of A 
containing Vers.I of bars 27–36.  Placing of decresc. 
uncertain; precisely as our text in E, so perhaps Beet-
hoven marked it in B at half bar, but cresc. to here 
unlikely, surely derived from a similar ambiguity of 
alignment to 25 (q.v. above), and probably intended 
from 2nd .

28 –31 The expressive < > hairpins are written with 
(for Beethoven) unusual clarity and consistency in A, 
always peaking not at a beat but always between 
9th and 10th  – easier to achieve in flexibly-spaced 
manuscript than at the mercy of the rigid rules of 
printing.  E is inconsistent (28 9th , 29 7th, 30 8th, 
31 9th), hence no persuasive evidence of revision, and  
we follow A.  Cf. identically op.28 IV 9 –11/3 –5 etc.

30 RH: E adds slur n.2 (e0) -n.4a (  c#1) which seems il-
logical and is not in A; surely not revision, but error.

35 RH: slur in A apparently extended towards 36 n.1, 
but not even nearly connected, so more likely  merely 
a quirk of the ink in the pen.

37 RHb: slur clearly as our text in A (absent in E,  surely 
error).  Read as n.2–3 in some modern editions (cf. 
38 – 9, but here the off-beat is bumpy), but had Beet-
hoven wanted this, he surely would not have intro-
duced the new voice (a1 with double stems) from here.

37 RHb: n.3  . in A,E, brief excursion into 12/8 notation 
for the sake of clarity.

44/5 RHa: slur from E and on basis 7/8.  Ambiguous in A: 
44 slur far into margin, but 45 (new line) new slur 
from n.1.

48 LH: slur from A, but only faint (ink ran out soon 
after beginning of stroke), hence absent in E.

48/9, 58/9 In Beethoven crescendo … p always signifies subito p 
(not al p).

52/4 Here, unlike 28 –31 (q.v. above), we encounter the 
more familiar problem of Beethoven’s hairpins, which 
commonly overlap (> starting further to left than 
< reached to right), or the upper arms peak at a 
different place from the lower, or they are simply 
inconsistent (often resolved in E).  In A they appear 
to peak in 52 between 3rd/4th  , 54 at or just before 
4th  ; our text from E and on basis 16/8 where A is 
(like 28 –31) admirably clear.

60 In A pp is placed beside LHa n.1, but also beneath 
RH n.1, perhaps the only place it could go; in E, 
similarly.  Some editions seem to attempt to apply 
it only to LH, but this is probably misguided.

62–5 Hairpins controversial: 62/3 placed above RH, 64/5 
below LH in A, and precisely this is retained in some 
modern editions, as if perhaps Beethoven meant 
< > only in RH, then only in LH (! though clear-
ly cannot make sense).  It could seem especially con-
vincing due to the fact that in 62 he originally wrote 
< between staves (as our text), then scratched this 
out; but his reason was certainly that due to RH 
n.1–3 stems and beams between staves, his < 
could seem to start only from n.4.  In 63/5 this prob-
lem would be especially acute, forbidding any > 
beyond half bar.  In 64 there was no space above 
RH (due to 62 LH c#).  E = our text in 62/3 but = A 
in 64/5.

64 –5 RH: barwise slurs from A and on basis 62–3; all one 
in E, perhaps due to ambiguity (line-change?) in B.

66 RH: slur vague in E, but clearly from n.2 in A.
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12 RHb: with only a single source at our disposal, there 
can be no doubt that n.5 is b, though some prefer 
the astringent c$  ; see Irwin Fischer: A note in op.27 
no.2, Music & Letters (1951) pp.45 – 6.

16/8, 52/4 LH: slur rather vague in A (see facsimile on p.37; 
from n.2, perhaps, matching 28 –31?), and 16 hardly 
before n.2 in E; the strongest evidence in favour of 
n.1– 4 is 18, 52/4 in E where probably originally en-
graved n.2– 4, corrected in proofs back to n.1.

20 LH: n.1b d# (!) in both A,E, so patently an impossible 
error (the note was not even on Beethoven’s piano) 
that we have exceptionally allowed the correction 
to e# to stand without editorial brackets.

20/1 RHa: line-change in both A,E, hence slur  ambiguous 
(barwise, perhaps?), but cf. 7/8, 44/5, 49/50, probably 
one slur intended.

25 See facsimile on p.37; due to mixed alignment in A, 
possible (by reading only RHb) to misread placing 
of cresc., but certainly intended from LH n.1.

25 LH: typically (see 8 etc. above) long slur almost to 26 
n.1 in A, but certainly assumed and intended to n.3 
(like RH), as in E.

27/8 decresc. p from E, evidently Vers.III (LvB in B); nei-
ther (= Vers.II) is in A, while Vers.I 27 n.1 p (subito! 
see 49 below) is on an earlier, superseded page of A 
containing Vers.I of bars 27–36.  Placing of decresc. 
uncertain; precisely as our text in E, so perhaps Beet-
hoven marked it in B at half bar, but cresc. to here 
unlikely, surely derived from a similar ambiguity of 
alignment to 25 (q.v. above), and probably intended 
from 2nd .

28 –31 The expressive < > hairpins are written with 
(for Beethoven) unusual clarity and consistency in A, 
always peaking not at a beat but always between 
9th and 10th  – easier to achieve in flexibly-spaced 
manuscript than at the mercy of the rigid rules of 
printing.  E is inconsistent (28 9th , 29 7th, 30 8th, 
31 9th), hence no persuasive evidence of revision, and  
we follow A.  Cf. identically op.28 IV 9 –11/3 –5 etc.

30 RH: E adds slur n.2 (e0) -n.4a (  c#1) which seems il-
logical and is not in A; surely not revision, but error.

35 RH: slur in A apparently extended towards 36 n.1, 
but not even nearly connected, so more likely  merely 
a quirk of the ink in the pen.

37 RHb: slur clearly as our text in A (absent in E,  surely 
error).  Read as n.2–3 in some modern editions (cf. 
38 – 9, but here the off-beat is bumpy), but had Beet-
hoven wanted this, he surely would not have intro-
duced the new voice (a1 with double stems) from here.

37 RHb: n.3  . in A,E, brief excursion into 12/8 notation 
for the sake of clarity.

44/5 RHa: slur from E and on basis 7/8.  Ambiguous in A: 
44 slur far into margin, but 45 (new line) new slur 
from n.1.

48 LH: slur from A, but only faint (ink ran out soon 
after beginning of stroke), hence absent in E.

48/9, 58/9 In Beethoven crescendo … p always signifies subito p 
(not al p).

52/4 Here, unlike 28 –31 (q.v. above), we encounter the 
more familiar problem of Beethoven’s hairpins, which 
commonly overlap (> starting further to left than 
< reached to right), or the upper arms peak at a 
different place from the lower, or they are simply 
inconsistent (often resolved in E).  In A they appear 
to peak in 52 between 3rd/4th  , 54 at or just before 
4th  ; our text from E and on basis 16/8 where A is 
(like 28 –31) admirably clear.

60 In A pp is placed beside LHa n.1, but also beneath 
RH n.1, perhaps the only place it could go; in E, 
similarly.  Some editions seem to attempt to apply 
it only to LH, but this is probably misguided.

62–5 Hairpins controversial: 62/3 placed above RH, 64/5 
below LH in A, and precisely this is retained in some 
modern editions, as if perhaps Beethoven meant 
< > only in RH, then only in LH (! though clear-
ly cannot make sense).  It could seem especially con-
vincing due to the fact that in 62 he originally wrote 
< between staves (as our text), then scratched this 
out; but his reason was certainly that due to RH 
n.1–3 stems and beams between staves, his < 
could seem to start only from n.4.  In 63/5 this prob-
lem would be especially acute, forbidding any > 
beyond half bar.  In 64 there was no space above 
RH (due to 62 LH c#).  E = our text in 62/3 but = A 
in 64/5.

64 –5 RH: barwise slurs from A and on basis 62–3; all one 
in E, perhaps due to ambiguity (line-change?) in B.

66 RH: slur vague in E, but clearly from n.2 in A.
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Beethoven’s wording in A was La prima parte solamente una volta, 
but for publication it was replaced in E, doubtless with Beet-
hoven’s approval, by senza repetizione (as op.26 II already in A).
10/4 LH: n.1 stacc. derives solely from 14 in A (even this 

not in E), so remains to some extent in doubt, though  
surely encouraged by 11–2/5 – 6, just as 2, 6 match 
3 – 4, 7– 8.

19 RHb: n.2 d@ in A, inevitably error on various grounds, 
corrected in plate of E to e(@), consequently the only 
viable authentic reading.  Yet it is hardly plausible 
that d@ was Beethoven’s error for e(@).  The presence 
of the accidental (for @ would be wholly  unnecessary) 
more likely implies that Beethoven meant to write 
d$ – a much more interesting note than E’s e@, surely 

supplied at the last moment by an attentive pub-
lisher – and only omitted the (then) necessary @ be-
fore 20 n.1 because it was already there.  Cf. similar 
progression in op.10 no.2 II 76.

22 RH: slur vague in E, but clearly to n.2 in A.
32 LH: n.1 stacc. on basis 30 (and RH, though this only 

in E).
33 LH: n.2c $ is not in A, nor 35 @, but both in E.
38 RH: n.2 no sf in sources (42 is not analogous).
41/2, 49 –51, 55/6, 57/8 LHa: ties from E and on basis pattern in 

37– 40 established in A; these not in A, partly due to 
lack of space.  In A 56/7 RHb tie is even crossed out 
lest it be misread for tie in LHa, so 55/6, 57/8 ties in A 
clearly serve for both RHb and LHa.  See Preface.

II

III

Tempo marking: see facsimile on p.38; Beethoven first wrote 
Presto. in A, but added agitato above the first notes, underlined, 
apparently therefore not a normal performance direction (such 
as cantabile or dolce which would be marked between the staves) 
though its function was perhaps not yet quite certain.  Presum-
ably he later settled on the decision to include it together with 
Presto in the tempo marking, for E has Presto agitato.
2, 4 Beethoven marked both hands sf only here, obviously 

establishing a principle to be maintained throughout.  
This is clear from 6, 103/5/7 (and 16/8) which are pa-
tently identical though only one sf is marked; hence 
we may assume the same in 7– 8 etc.

7, 108 cresc. only from 7 in A, but whose omission in E (like 
many dynamics in this movement) was surely an 
error.  102–15 identically = 1–14, hence the analogy 
compelling, so (on the other hand) E’s text is con-
ceivable if perhaps Beethoven revoked cresc. in 7.

13, 114 LH: n.5 – 8 stacc. only from 114 in E; both bars only 
n.1– 4 in A.

14, 115 LH: n.1 always double stems in A,E, stacc. only be-
neath g#, but obviously applies to both notes.

19 –20 RH: line-change in A, page-break in E, but clearly 
enough barwise in A (only just past last note 19, 
Beethoven’s normal way of writing, 20 clear new slur 
from n.1), as unambiguously in E.

21, 116 RH: 3-note slur from 116 in A,E (where unambiguous), 
also on basis 71/5/9, 167 (71 also vague in A, but clear 
in E); 21 vague in A, could be read as n.3 – 4, as in E.

22– 4, 72–7 etc. In many editions the hairpins are too long; 
clearly as our text in A,E.

24 RH: < > on basis 74, 119/70; 23 – 4 n.4 – 6 slurs 
also missing in A (added in E), so lack of 24 < > 
was doubtless Beethoven’s oversight.  See 172– 4.

35/9 cresc. from A and on basis 130/3; not in E, doubtless 
(since 130/3 are there) error.

36 RH: Nachschlag on basis 131.
37 LH: n.2    in E, probably (despite 132) only due 

to line-change at half bar (like 75 LH, n.2    in E); 
 in A.

41 LH: n.9, 13 notated d$ in sources (not c).
43, 137 n.1 p essentially from 137 where both A,E unambig-

uous (p clearly to left of n.1).  We would therefore 
expect n.1 p also in 43; and indeed this was origi-
nally clear in A before Beethoven added a long stem 
to g#1 (in lower stave) which unfortunately passes to 
left of p.  Hence p at n.2 in many modern editions, 
and 137 altered to n.2 to match this in some.  Only an 
edition by Kendall Taylor (Melbourne, 1989) makes 
the correction to n.1.

45 – 8, 138 – 42 RH: notated double stems in A, 45 – 8 also in E, 
but surely without significance (cf. 49 –56, 143 –50, 
also 43 – 4, 137).

53 n.5 –56, 141–2 LH: n.1, 5 no stacc. in sources, though may 
in practice be assumed from 47– 8.

73 – 4 RH: n.1–2 slur on basis 72, also 22– 4 etc.
80 –2 LH: no hairpins in sources, but phrasing may in prac-

tice be assumed to follow 22– 4, 72–7 etc.
81 cresc. in A, missing in E, doubtless error.
95 RH: 1st grace note # from E; not in A (97 is), but 

probably assumed from 94 n.1.

Bärenreiter

Leseprobe

Sample page



Hierbei handelt es sich um eine Leseprobe.
Daher sind nicht alle Seiten sichtbar.

Die komplette Ausgabe erhalten Sie bei Ihrem lokalen
Musikalien- bzw. Buchhändler oder in unserem Webshop.

This is a sample copy.
Therefore not all pages are visible.

The complete edition can be purchased from your local 
music or book retailer or in our webshop.



46

97 RH: grace notes slurred in A (in the same lighter ink 
as the pedal markings), but not 95, and neither in E.  
See 153, and Preface.

110 RH: n.1 stacc. in E.  But no stacc. in 9, and neither bar  
in A, so all editions agree most likely error.  How-
ever, it cannot be ignored that it is printed in E with 
a Strich (whereas almost all other stacc. are Punkte 
in E, despite Beethoven’s Striche in A); this isolated 
Strich in E would be very characteristic of a last-
minute LvB addition in the proofs.  Moreover, a few 
stacc. added in E are doubtless authentic: 79 LH, 87 
RH, and 47 LH n.1.  However, see also 133.

120 n.1 cresc. on basis 25; from 4th  in A,E.
125 RH: apparently slur n.1a-2a in A, which would be 

surprising since nothing in 30/2, 127.  In E it appears 
instead as a little slur over the grace notes, a more 
plausible interpretation; though Beethoven did not 
normally notate grace note slurs (see Preface) occa-
sional exceptions do exist.  On that basis it is here 
omitted (but as usual, assumed).

132 RH: n.4 p on basis 33/7, where clear in A; here n.6 
in A, n.7 in E.

132 LH: n.2c c# (!) in A (n.3c correctly a); Beethoven wrote 
the notehead on the wrong leger line, but E is cor-
rect.

133 Placing of cresc. at 2nd  is corroborated by 38 Vers.I.  
Originally bars 37– 8/40 = 132– 4 with cresc. at 2nd  
38, 133; bar 39 was then added, squeezed into the 
margin of A, and 38 cresc. moved to 39.

133 LH: n.1–2 stacc. (Punkte) in E, but not 38, and  neither 
bar in A, so most likely error.  Cf. 110.

135 LH: n.13 –16 not notated (blank) in A, but the obvi-
ous = n.9 –12 is correct in E.

137 RH: n.5 –7 one leger line instead of two in A, correct 
in E (also 139 in A).

143 RH: n.1 very clearly thus in A (despite 49), also E; g# 
is an eloquent and effective variant.

143/5 No cresc. (cf. 49, 51) in sources; a possible interpre-
tation here could be that in both places Beethoven 
was imagining a natural poco cresc.  But it is impor-
tant to note that the line in 50/2 is inverted in 144/6, 
creating a more dramatic effect which could justify 
the – this time – authentic subito f.

153 RH: Beethoven notated the grace notes in the lower 
stave (to save leger lines), then for clarification added 
slur round them (in lighter ink as in 97, q.v.) which 
survives in E but remains isolated and may be omit-
ted on basis 59 – 62, 155 – 6 (and especially 192).  See 
Preface.

159 In A LH n.2– 4 stacc. is written above noteheads, n.1 
no stacc. (RH n.1d is definitely notehead c#1 as in E, 
not merely LH n.1’s stacc., as in one recent edition!), 
also n.1– 4 stacc. in E.

161 LH: n.3 b in A, certainly error (p.29 of A = 161– 6 
Vers.I, there n.3 g#), and g# in E.

163 In A: n.1 con sordino, i.e.  (see Preface); 165 n.1 senza 
sordino, i.e. .  E omits 165 senza, which can only be 
an error since 167 con sordino is there as in A.  (164 
sf is also missing in E.)  The only possible authentic 
text is therefore A.  Some modern editions add 163 
, but Beethoven clearly meant the two bar-pairs to 
be differentiated, and surely – despite the lack of any 
new prevailing dynamic mark since 159 p – 165/6, 
with pedal, is a dramatic intensification of 163/4.  
(Suggested execution of 163 – 4: discreet pedal across 
only the octave jumps in each hand.)

163 – 6 No slurs in A, but added just often enough (seven 
out of ten times) in E to be convincing.

167 LH: n.1 no stacc. in sources, despite 75.
171 RH: slur clearly n.3 – 4 in A,E; due to octaves here, 

21 is not analogous.
172– 4 RH: only 172 < > in A, 173 added in E, 174 on 

basis 74 etc. (see 24 above).
186 The unorthodox grouping is Beethoven’s in A, per-

haps to avoid any undue accents.  In E it is regular-
ised as two quintuplets, surely by publishers; simi-
larly, n.15 –17 have triplet 3 in E, but not in A.

187 p from A, missing in E, surely error despite subse-
quent decresc. p (there exist many degrees of p).

196 RH: slur probably from n.2 in A, also on basis LH; 
from n.1 in E.

198 –200 This last page of A, together with the first (I 1–13), 
is lost.

198 LH: slur on basis 196 –7 in A; all 196 – 8 LH slurs 
missing in E.
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Appendix 1
SUSPECTED ERRORS

The following are the most significant places in op.27 where an error in the sources is at least suspected.  All are discussed in the 
Critical Commentary above.

a) Places where the text in the sources has nevertheless been 
retained:

op.27 no.1
I
78 LH: n.5 – 6 slur?

II
66 cresc. from LH n.1?

III
6 RH: n.4 stacc.?
7, 10 sf (instead of rf )?
304/10 f and/or ff ?

op.27 no.2
I
27 decresc. at 2nd ?

II
19 RHb: n.2 d$?

b) Readings in the sources which have been amended:

op.27 no.1
III
74 LH: n.1 stacc.
218/20 RH: n.4 stacc.

op.27 no.2
I
20 LH: n.1b d# (!)

Appendix 2
ALTERNATIVE READINGS

The text presented in this edition is naturally the one considered most likely to correspond to Beethoven’s intentions, as discussed 
and justified by the arguments in the Critical Commentary.  However, there are a number of places where a different reading could 
possibly be advocated on the basis of exactly the same evidence.  Accordingly, we present the most important of these here for the 
benefit of those interpreters who may wish to select the text that best suits their own personal preference.  All are additionally dis-
cussed in the Critical Commentary above.

op.27 no.1
I
16 RHa: slur to n.5? [if so, also 20]

III
149 LH: slur from n.2?

op.27 no.2
I
20/1 RHa: barwise slurs in A,E?
52/4 < > peak later in A

II
14 LH: n.1 no stacc. in E (if so, also 10)
32 n.1 no stacc. in A

III
7 no cresc. in E (if so, also 108)
21 RH: slur n.3 – 4 in A?, E
110 RH: n.1 stacc. in E [if so, also 9]
125 RH: n.1–2 slur in A?
133 LH: n.1–2 stacc. in E [if so, also 38]
163 – 6 No slurs in A

Other controversial places, omitted above on the basis that the text in the sources is judged to be correct, are op.27 no.1 III 108, 142, 
276 and op.27 no.2 III 143, 143/5, 163.  See notes on these bars above.
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Appendix 3
OP. 27 NO. 1 : INCONSISTENCIES IN E

Despite the evident care and meticulousness with which E was prepared, the text of op.27 no.1 inevitably still contains a number 
of inconsistencies.  The present edition aims as far as possible to adhere to the precise text handed down in the only surviving source, 
and hence takes a strict line, often retaining inconsistencies rather than ironing out what could have been genuine idiosyncrasies of 
Beethoven’s text – a process which can all too easily throw the baby out with the bath-water, as in some modern editions.  However, 
for those interpreters who find any of these variants merely illogical, the following list serves as a guide, with which they can select 
the text that best suits their personal preferences.  All are discussed in the Critical Commentary; an asterisk (*) indicates that the 
discussion is found under the bar number of the parallel passage.

III
23 RH: slur n.10 –11, n.12 tie to next bar, but 288 slur 

n.10 –12, no tie
76 cresc., but 245

I
7/8, 31/2 RHa; 77/8 LHa: slur broken at barline, but 35/6, 73/4 

RHa not
8 LHb: slur (twice) to n.5, but 32/6, 74 to n.4
32/6, 74 RHa: new slur from n.5, but bar 8 (twice) not (*see 

7/8)

Appendix 4
ISOLATED MARKINGS LACKING IN SOURCES

A few isolated markings are missing in the sources; these are given in our score in editorial notation, but otherwise warrant no 
further comment.

op.27 no.1 I 36 LHa: 3rd beat slur
  65 LH: n.1 stacc.
 II 125 RH: slur
 III 87 s (of sf )
  116 –7 s (of sf )
  206 RH: stacc.

op.27 no.2 III 77 LH: n.4 – 6 slur
  149 LH: articulation
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op.27 no.1
I
9 pp
36/7 f
39 f
71 pp (cf. 5)
79 pp
86 pp

II
1 p
17 p
41 p
72II p
125 f
132 ff

III
1, 282 p
2 cresc.
4, 285 cresc.

70 pp
80 f
112 f
116 p
138 f
155 ff
193 p
217 [s] f [s] f
278 ff
290 p
292 p
300 cresc.

op.27 no.2
II
35 p in A,E
44/5 pp in A,E

III
14 sf in A,E
115 sf in E

Appendix 5
DYNAMICS IN BOTH STAVES

In the following places both staves have the same dynamic at the same time in the sources, but in the present edition this has been 
judged superfluous, and reduced to one.

However, the dual markings have been retained in op.27 no.1 II 89, 105 in order to ensure precise placing of subito p in LH.  See also 
notes on III 34 etc., and op.27 no.2 III 2.
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